




















































MEMORIES OF RACE: REPRESENTATIONS OF MIXED RACE PEOPLE IN GIRLS’ 



















Submitted in partial fulfillment of the requirements 
for the degree of Doctor of Philosophy in Communications 
in the Graduate College of the 









Doctoral Committee:  
 
Professor Clifford G. Christians, Chair 
Professor Cameron R. McCarthy 
Professor David R. Roediger, The University of Kansas 





          As the number of mixed race people grows in Japan, anxieties about miscegenation in 
today’s context of intensified globalization continue to increase. Indeed, the multiracial reality 
has recently gotten attention and led to heightened discussions surrounding it in Japanese society, 
specifically, in the media. Despite the fact that race mixing is not a new phenomenon even in 
“homogeneous” Japan, where the presence of multiracial people has challenged the prevailing 
notion of Japaneseness, racially mixed people have been a largely neglected group in both 
scholarly literature and in wider Japanese society.  
          My dissertation project offers a remedy for this absence by focusing on representations of 
mixed race people in postwar Japanese popular culture. During and after the U.S. Occupation of 
Japan (1945-1952), significant numbers of racially mixed children were born of relationships 
between Japanese women and American servicemen. American-Japanese mixed race children, as 
products of the occupation, reminded the Japanese of their war defeat. Miscegenation and mixed 
race people came to be problematized in the immediate postwar years. In the 1960s, when Japan 
experienced the postwar economic miracle and redefined itself as a great power, mixed race 
Japanese entertainers (e.g., models, actors, and singers) became popular. This popularity of 
multiracial entertainers created a konketsuji boom (mixed-blood boom) in Japanese media and 
popular culture. Also, Licca-chan, white-Japanese mixed race dolls—the Japanese version of 
Barbie—were released in 1967. They became immensely popular among Japanese girls because 
of their cute, “western” features borrowed from heroines in Japanese girls’ comics. In fact, 
racially mixed people, including multiracial stars as well as comic characters, were represented 
in major Japanese girls’ comic magazines since they were launched in the mid 1950s. The 
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images and stereotypes of racially mixed people shifted considerably from the 1950s into the 
1970s. 
          Through a close textual analysis of representations of mixed race stars and characters in 
major Japanese girls’ comic magazines (i.e., Nakayoshi and Ribon) published during the 1950s 
and 1960s, my dissertation illuminates the ways in which the meanings of mixed race people 
shifted from strongly negative to ambivalent, or even positive, in the context of postwar 
economic growth. Closely looking at the changing U.S.-Japan relations in the aftermath of World 
War II and in the Cold War context, this project provides insight into the ways in which 
memories of World War II and of the U.S. Occupation are reconstructed through representations 
of mixed race people in Japanese media and popular culture in postwar Japan. As this 
dissertation project suggests, girls’ comic magazines are one of the few pivotal spaces where 
issues of race mixing in postwar Japan are allowed to be openly and regularly discussed, and 
where a wide range of multiracial people are portrayed in imaginative ways. As I argue, in the 
early post-occupation years, the overrepresentation of Black-Japanese occupation babies in girls’ 
comic magazines inadvertently contributed to foisting the blame of the former Western 
Occupation onto Black bodies and to reconstructing the image of the West. Subsequently, during 
the 1960s, the whiteness of mixed race stars and characters, glorified in consumerist media 
culture, greatly contributed to overshadowing the image of the West as the former enemy and to 
dissociating racially mixed people from the stigma of being “occupation babies,” intimately 
entangled with the memory of Japan’s defeat in World War II. My dissertation demonstrates that 
representations of racially mixed people in girls’ comic magazines played a crucial role in 
remaking the meanings of mixed race Japanese and reconstructing memories of World War II 
 iv 
and the U.S. Occupation, in part because girls’ comic magazines have elaborated a distinct 
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I really hated being hāfu [half]. I idealized the Japanese. I idealized Americans. Because 
they had a place to belong. I was jealous.  
⎯Anna Tsuchiya1  
 
I enjoyed special treatment, but experienced loneliness because I could not fully belong 
regardless of my partial Japanese lineage and full cultural comprehension. Had I been a 
visitor to Japan, I would have thoroughly enjoyed being pampered, but being a resident 
who had no plans of leaving my motherland, I longed to be fully accepted as a legitimate 
member of Japanese society. 
⎯Teresa Kay Williams2  
 
          Due to intensified globalization, the number of mixed race people has been growing 
worldwide.3 Although there is a widespread perception that Japan is racially homogeneous, it is 
no exception. Watching television and flipping through a magazine, one would never have a day 
where she or he does not happen on racially mixed people in the Japanese media today. There are 
many multiracial Japanese actors, singers, comedians, and fashion models in the Japanese 
entertainment industry. Angela Aki is a singer-songwriter born to a Japanese father and an Italian 
American mother. Her song Tegami [Letter] became a huge hit in 2008. Aki’s popularity is 
demonstrated by the fact that she performed at NHK Kōhaku Uta Gassen (Year-End Song 
Festival) six times in a row.4 Anna Tsuchiya is an American-Japanese mixed race fashion model, 
singer, and actress starring in several popular Japanese films, such as Shimotsuma Monogatari 
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[Kamikaze Girls] (2004) and Sakuran [Derangement] (2007). A comedian, Antony, is popular 
with the younger generation, entertaining them with his joke about his “unique” experience as 
“half” African American and “half” Japanese. Also, Yū Darvish is a Major League Baseball 
player who has Japanese and Iranian heritage. Undoubtedly, mixed race people have become 
ever more popular in Japanese media culture today. It seems that multiracial Japanese people are 
celebrated and that multiraciality is taking on new meaning in Japanese society. In the Japanese 
media, mixed race people are often glorified as talented, beautiful, and global-minded. They 
would appear to embody the ideal of “multicultural Japan” in the contemporary context.  
          In September 2013, French Japanese newscaster Christel Takigawa delivered a speech to 
the International Olympic Committee in Buenos Aires on behalf of Tokyo’s Olympic bid. In her 
speech, she spoke about the Japanese concept of omotenashi⎯the spirit of selfless hospitality. 
Japanese people were so impressed by her speech in French, and the Japanese word “omotenashi” 
became a buzzword among television programs, newspapers, and the internet. It seemed that she 
was fully accepted as a representative of Japan, and many indeed believed that Tokyo won the 
bid to host the 2020 Olympic Games because of Takigawa⎯a “beautiful,” “intelligent” mixed 
race Japanese woman who meets global standards and represents Japan’s future.5  
          On the other hand, crowned Miss Universe Japan in 2015, Ariana Miyamoto⎯the 
daughter of a short-lived marriage between an African American sailor in the U.S. Navy and a 
Japanese woman⎯was criticized for not being “Japanese enough.”6 Like Christel Takigawa, she 
is a Japanese citizen, grew up in Japan, and speaks Japanese. Nevertheless, a lot of comments on 
social media, such as Twitter, Girls Channel, and 2channel, express the refusal of accepting 
Miyamoto as Japanese and indicate that it is not okay to select a racially mixed person to 
represent Japan. These comments obviously contradict Japanese acceptance of Takigawa and 
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unpeel Japanese racial ideologies, such as the myth of Japanese homogeneity and pro-white and 
anti-Black racial sentiments. Also, it is worth pointing out that the lack of acceptance of 
Miyamoto based on these ideological stances is complexly intertwined with an unspoken class-
based prejudice against Miyamoto due to her family background, i.e., single motherhood, her 
father’s military background, and his return to the United States, which to a great extent overlaps 
the image of fatherless mixed race children born of relationships between Japanese women and 
U.S. servicemen during and after the U.S. Occupation of Japan.  
          Worse yet, in March 2015, when an eighteen-year-old youth was arrested on suspicion of 
slaying a thirteen-year-old boy in Kawasaki in Kanagawa Prefecture, several Japanese tabloids 
sensationalized the case by unnecessarily disclosing the fact that the suspect was born to a 
Japanese father and a Filipina mother. Predicated on pseudoscientific racism, the tabloid media 
related the crime to his multiracial background and to stereotypical images of immigrant workers, 
such as crime-prone, cruel, unscrupulous, poor, and uneducated, to name a few.7  
          As such, the multiracial reality has recently gotten attention and led to heightened 
discussions surrounding it in Japanese society, specifically, in the media. However, race mixing 
is neither a new phenomenon nor a recently emerging “problem,” and, in fact, the meanings of 
mixed race have changed in Japan over time. Indeed, despite appearances to the contrary, Japan 
was never entirely homogeneous, even if the Japanese government does not identify its citizens 
by racial background so that little is known about racially mixed people living in Japanese 
society. Instead, the government has represented Japanese population demographics in terms of 
nationality with the result that racial identity becomes interchangeable with national identity: if a 
person is from the nation of Japan, then she or he is presumed racially Japanese. Based on 
statistical data reported by the National Institute of Population and Social Security Research, 
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Japanese heterogeneity is assumed. For example, 2013 research shows that 0.96 percent of 
Japan’s babies have a Japanese father and a mother of foreign nationality while 0.91 percent 
have a father of foreign nationality and a Japanese mother. In addition, 1.25 percent of babies 
born in Japan have parents of foreign nationality (National Institute of Population and Social 
Security Research, 2016).  
          Although it tends to be forgotten nowadays, miscegenation and racially mixed people were 
problematized in the immediate postwar years. During and after the U.S. Occupation of Japan 
(1945-1952), significant numbers of American-Japanese mixed race children were born of 
relationships between American servicemen and Japanese women. The estimated number, 
according to several sources, ranges from ten to sixty thousand (Burkhardt, 1983). In the wake of 
the U.S. Occupation in the early 1950s, these children became known as konketsuji (mixed-blood 
children) (Murphy-Shigematsu, 2001). This term carries a negative connotation, because 
American-Japanese mixed race children, as products of the U.S. Occupation, were viewed as 
social problems. These racially mixed “occupation babies” reminded the Japanese of their war 
defeat—Japan as nation was “feminized,” deprived of self-governance, and forced to surrender 
to the West, i.e., the United States. Thus, the presence of these mixed race children challenged 
Japanese identity. It threatened Japanese men’s masculine potency and unsettled the discourse of 
Japanese racial purity. Consequently, mixed race children became targets of discrimination in 
Japanese society in the wake of World War II.  
          In the 1960s, when Japan experienced the postwar “economic miracle” and redefined itself 
as a great power, mixed race Japanese entertainers became popular. The popularity of 
multiracial entertainers created a konketsuji boom (mixed-blood boom) in Japanese popular 
media. Also, Licca-chan, white-Japanese mixed race dolls—the Japanese version of Barbie—
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were released in 1967. Licca-chan dolls became immensely popular among Japanese girls 
because of their cute, “Western” features borrowed from heroines in Japanese girls’ comics. 
Indeed, interestingly, racially mixed people, including multiracial stars as well as comic 
characters, were already represented in major Japanese girls’ comic magazines (e.g., Nakayoshi 
and Ribon) since they were launched in the mid 1950s.  
          A new label to describe mixed race Japanese⎯hāfu (half)⎯emerged in the early 1970s 
(Murphy-Shigematsu, 2001). Since then, hāfu has been the most frequently used term to describe 
multiracial Japanese people. It was initially used to label mixed race people who are considered 
phenotypically white (Murphy-Shigematsu, 2001).  More recently, hāfu encompasses a wider 
range of mixed race Japanese, including Black Japanese, Korean Japanese, Chinese Japanese, 
Filipino Japanese, and Brazilian Japanese, to name a few. Ultimately, the images and stereotypes 
of mixed race Japanese shifted significantly from the 1950s into the 1970s. Since the 1970s, the 
image of mixed race people as hāfu has been widely accepted and consumed in the Japanese 
media.    
           Mixed race Japanese people have been certainly part of the social fabric of Japan and have 
gotten much attention at moments. Nevertheless, because of the widespread acceptance of 
mythological Japanese homogeneity in post-WWII Japan, the complexity of race in Japan and its 
racial and ethnic diversity have been obscured. In addition, in order to sanitize their war crimes 
and to forget their defeat in the war, postwar Japan, as Yoshikuni Igarashi (2000) argues, strove 
to create a continuity from the wartime to the postwar period by masking the historical 
disjunction of the defeat. Indeed, the discourse of Japanese racial homogeneity became prevalent 
after World War II by replacing theories of Japanese heterogeneity, which was widely 
disseminated in order to justify Japan’s imperial expansion during the prewar period. The 
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discourse of Japanese homogeneity suggests that Japanese people have lived in Japan since 
ancient times and their pure blood has been preserved. This self-portrayal of the Japanese 
harmonized with the feeling of Japanese people who lost their confidence in dealing with foreign 
affairs in the wake of World War II (Oguma, 1995). Since then, the idea that Japanese people are 
culturally as well as racially homogeneous has been widely held (Befu, 1983). 
          In the process of memory-making, therefore, the presence of racially mixed people as “the 
living embodiments of Japan’s defeat” needed to be concealed and forgotten. Consequently, 
while postwar Japan successfully forged the historical continuity by allying with the United 
States in the Cold War context, the presence of and the history of mixed race people in Japan has 
been largely ignored. As scholars (e.g., Fish, 2009; Lie, 1998) lament that mixed race Japanese 
have been a mostly neglected group even in scholarly literature, studies of mixed race people in 
Japan are scarce.  
          As mixed race scholarship has grown in the United States, it has focused on race mixing 
primarily in U.S. contexts and has examined interracial relationships and marriage as well as 
mixed race identities and experiences in the fields of psychology, sociology, ethnic studies, and 
history (e.g., Root, 1992, 1996; Spickard, 1989; Williams-León & Nakashima, 2001; Zack, 1993, 
1995). Also, it is worth noting that only recently have mixed race issues received attention within 
media studies (e.g., Beltrán and Fojas, 2008; Nishime, 2014), and this scholarship most often 
addresses multiracial people and miscegenation within U.S. popular culture. Though a few 
studies specifically look at multiracial Americans of Japanese ancestry (e.g., King, 2001; Mass, 
1992; Ono, 2008; Thornton and Gates, 2001; Williams, 1992) and they are of great value, most 
of these studies do not address mixed race issues outside the U.S. contexts, including U.S. 
military bases in Japan, and tend to devote less attention to the presence of “America’s forgotten 
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children”—mixed race people who were abandoned and left behind in “their” countries by their 
American fathers, specifically following wars. Yet, as Stephen Murphy-Shigematsu (2002) 
points out, these racially mixed people have had to cope with far more difficult experiences than 
those living in the United States. Therefore, it is crucial to pay more attention to and remember 
“America’s forgotten children.”   
          The scholarly literature on mixed race Japanese people in Japanese contexts is very limited, 
and the limited number of important studies on mixed race Japanese, albeit spanning a wide 
range of fields, including history, sociology, psychology, anthropology, and women’s and gender 
studies, disproportionally favor issues of racially mixed occupation babies as “social problems” 
in early postwar Japan (e.g., Burkhardt, 1983; Fish, 2009; Kanō, 2007; Koshiro, 1999, 2003; 
Wagatsuma, 1973, 1976). Murphy-Shigematsu’s seminal works on American-Japanese mixed 
race people (or “Amerasians” in his word) in Japan (2001, 2002) are broader in scope. In his 
essay “Multiethnic Lives and Monoethnic Myths: American-Japanese Amerasians in Japan” 
(2001), he showcases changing images of American-Japanese mixed race people and various 
labels for them at different times in postwar Japan. However, it has yet provided insight into the 
ways in which the meanings of mixed race people shifted in the Japanese cultural landscape, 
specifically in popular culture. The significant change in the images of mixed race Japanese 
between the 1950s and the 1970s is recognized in scholarly literature. However, without careful 
examination, it has been dismissed even as “ahistorical” and as a “discontinuity” between the 
prewar and the postwar Japan (e.g., Ko, 2014). Consequently, discussions related to hāfu as a 
stylish label for multiracial Japanese people have been confined almost exclusively to the 
contemporary context (e.g., Kamada, 2009, 2010). While these studies are invaluable, little work 
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has yet investigated the ways in which the meanings of racially mixed people underwent 
significant changes in the overlooked period of the 1950s to 1970s.     
          My dissertation project offers a remedy for this absence by examining representations of 
mixed race people in postwar Japanese popular culture. By carefully analyzing visual images of 
mixed race people in major Japanese girls’ comic magazines published during the 1950s and the 
1960s, this project traces the processes through which the meanings of mixed race people shifted 
from negative to ambivalent, or even positive, in postwar Japanese popular culture. This study 
offers a more nuanced understanding of the often-contradictory meanings of multiraciality in 
Japan. Furthermore, by examining the ways in which mixed race people are represented in 
Japanese media and popular culture, this study explores hegemonic struggles over meaning, 
memory, and power. This project aims to illuminate the ways in which representations of mixed 
race people in Japanese girls’ comic magazines contributed to forging the historical continuity 
between the prewar and the postwar Japan and submerging the memories of World War II and 
the U.S. Occupation of Japan while allowing the belief in Japanese homogeneity to be 
mythologized in postwar Japanese society.  
   
Nation, Identity, and Memory 
          In the aftermath of World War II, Japan suffered its first major defeat. The Japanese lost 
their confidence and yet needed to rebuild the nation under the auspices of the Supreme 
Commander for the Allied Powers (SCAP). In addition to their defeat in the war, during and after 
the U. S. Occupation of Japan, the increasing number of racially mixed children born of the 
relationships between Japanese women and American servicemen not only threatened Japanese 
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men’s masculine potency but also challenged their belief in Japanese homogeneity and 
demanded a significant reimaging of the past and the nation.  
          The nation and national identity are discursively constructed as they are politically and 
culturally represented. In other words, nations are not merely geopolitical structures, but they are 
also constructed through common languages, texts, and other symbols (Anderson, 1983; Hall, 
1992). Stuart Hall (1992) maintained that “a nation is not only a political entity but something 
which produces meanings—a system of cultural representation” (p. 292; emphasis in original).  
Moreover, he explained that “national identities are not things we are born with, but are formed 
and transformed within and in relation to representation” (p. 292). To illustrate, one can only 
know that one is Japanese because of the ways in which “Japaneseness” is represented, as a set 
of meanings, by Japanese national culture. The idea of the nation is shaped as it is represented in 
national culture (Hall, 1992). Thus, national identity is, as Benedict Anderson (1983) argues, an 
“imagined community.” Because it is imagined and symbolic, a nation possesses “power to 
generate a sense of identity and allegiance” (Schwarz, 1986, p. 106).  
         The narrative of the nation is woven by being told and retold in national histories, 
literatures, mass media, and popular culture. These narratives give a set of images, stories, 
visions, historical events, national symbols, and traditions. These signify or represent the 
collective experiences, pains, victories, and tragedies that provide meanings to the nation (Hall, 
1992). As such, representations of the nation enable us to remember who we are.  
          Memory serves a function in forming an awareness of selfhood, i.e., identity, on the 
personal as well as on the collective level (Assmann, 2010). In so doing, memory depends on 
representations. Andreas Huyssen (1995) argues that “memory, even and especially in its 
belatedness, is itself based on representation. The past is not simply there in memory, but it must 
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be articulated to become memory” (pp. 2-3). In other words, the past is remembered and 
constructed through representations.  
          Memory is accomplished not in one’s brain, but, rather, it is a matter of how minds work 
together in society. In his landmark work The Social Frameworks of Memory (1925/1992) first 
published in 1925, Maurice Halbwachs, a student of Emile Durkeim, theorized the concept of 
collective memory through Durkeim’s sociological lens. He suggested that collective memory 
was more than the aggregation of personal memories. Memory as a collective activity, argues 
Zelizer (1998), “opens up the terrain that is remembered and turns it into a multiple-sided jigsaw 
puzzle that links events, issues, or personalities differently for different groups” (p. 3). The 
process of remembering allows each community to fabricate, rearrange, and select details about 
the past (Zelizer, 1998). As such, collective remembering is a complex process of cultural 
interaction and negotiation, and, so, collective memories are plural. In this sense, memories are 
social, cultural, and political action rather than the simple act of recall (Zelizer, 1998).                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                         
          As memory hinges on representations, visual images play an important role in 
remembering. Zelizer (1998) contends that “[m]uch of our ability to remember depends on 
images. Hailed in classical Rome as a mnemonic device for personal remembering, the images of 
social memory borrow from a broad tradition of pictorial depiction that used painting, 
photography, and ideographic systems of communication to make its messages public” (p. 5). 
         Furthermore, visual images in the media contribute to collective memories in the sense that 
they give materiality to memories. As remembering is facilitated by photographs, paintings, and 
shots in films available in the public sphere, “memory’s materiality is important, for it helps 
offset the fluctuations that characterize remembering.” The texture of visual memory facilitates 
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memory’s endurance, because its materiality makes visual memory different from other forms of 
remembering (Zelizer, 1998, p. 4). 
         Through representations, memories are reconstructed and remembered. Halbwachs (1992) 
suggests that memories are reconstructed and are not simply recollections of the past; the "past" 
is therefore meaningful only in its capacity to be articulated with the present and the present's 
matters of the day. Halbwachs (1992) argues that:  
 
the past is not preserved but is reconstructed on the basis of the present. It is necessary to 
show, besides, that the collective frameworks of memory are not constructed after the 
fact by the combination of individual recollections; nor are they empty forms where 
recollections coming from elsewhere would insert themselves. Collective frameworks 
are, to the contrary, precisely the instruments used by the collective memory to 
reconstruct an image of the past which is in accord, in each epoch, with the predominant 
thoughts of the society (pp. 39-40). 
 
Zelizer (1998) underscores the constructedness of collective memories, and goes further by 
suggesting to a much greater degree to which reshaping of the past to fit the present's needs is 
possible.  Focusing on cultural, social, and political aspects of memories, she writes, “Collective 
memories allow for the fabrication, rearrangement, elaboration, and omission of details about the 
past, often pushing aside accuracy and authenticity so as to accommodate broader issues of 
identity formation, power and authority, and political affiliation” (p. 3).  
          As memories are made, shaped, and reflect on the present regularly in nation-states, 
concomitantly much is forgotten, left out, and disavowed. Thus, forgetting is an important 
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component of memory, with both remembering and forgetting having particular power effects 
when it comes to memories of a society. Zelizer (1998) maintains that the important issue is 
“why historical actors constructed their memories in a particular way at a particular time” (p. 5). 
The rationales and needs of a given era may determine the kind of memory told; that same 
memory may change in tandem with social, cultural, and political changes at other times. As 
Zelizer (1998) argues, in order to recognize conflicting renditions of the past, it is necessary to 
examine the historical tensions and contestations through which one rendition at a given time 
blots out many others, perhaps from the other periods in history. “Memories become not only the 
construction of social, historical, and cultural circumstances, but a reflection of why one 
construction has more staying power than its rivals. The study of collective memories thereby 
represents a graphing of the past as it is woven into the present and future” (Zelizer, 1998, p. 5).  
It is an account of the microsurgeries done to memory to accommodate needs at a given time and 
place. 
         Also, Hans-Georg Gadamer (2013) suggests that forgetting is a prerequisite for 
reconstructing memory in the present. Gadamer maintains that one’s mindscape can be reset 
completely only by forgetting. This is the ability to see everything with a fresh eye. Forgetting 
helps unify the old and the new. Collective memories and forgetting are, as Ishida (2000) argues, 
the results of a choice at present in relation to the future, and this choice is, to a certain degree, 
determined by power relations. At the same time, this becomes a factor in determining power 
relations in the future.   
         Ernest Renan (1990) also emphasizes the importance of forgetting for the construction of 
national memories. He argues that “[f]orgetting, I would even go so far as to say historical error, 
is a crucial factor in the creation of a nation” (p. 11). National memory plays an important role in 
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constructing a stable national identity, and, in achieving this goal, contradictory memories should 
be eliminated. In order to stabilize and reinforce collective identity, collective memories are 
constructed by choosing some memories and excluding others. And, through media 
representations, some specific memories are remembered, whereas others are forgotten. 
Morimura (2006) contends that, through social institutions, such as the media and education, 
collective memories are rearranged in order to reinforce and stabilize collective identity. The 
mass media, specifically, have played a crucial role in constructing collective memories in 
contemporary society.  
          To conclude this section, memory in relationship to history should be discussed.  
Though memory is entangled with history and boundaries between the two are blurred, they have 
often been viewed as opposed to each other. Thelen (1989) points out that “[h]istorians have 
traditionally been concerned above all with the accuracy of a memory, with how correctly it 
describes what actually occurred at some point in the past” (p.1119). Also, Pierre Nora (1989) 
maintains that “[h]istory is perpetually suspicious of memory, and its true mission is to suppress 
and destroy it” (p. 9). Yet, as Sturken (1997) and many other critics have observed, Nora’s 
conception of history and memory are quite nostalgic.   
          Dominick LaCapra (1998) suggests that it is necessary not only to keep the distinction 
between memory and history but also to understand their complementary as well as contested 
relationships. LaCapra (1998) comments: 
 
Of course memory is not identical with history. But neither is it the opposite of history. 
Their relation over time may vary, but not as a function of a categorical opposition 
between “us” and “them.” And the problem of their actual and desirable interaction is 
 14 
oversimplified by a stark opposition between the two. Memory is a crucial source for 
history and has complicated relations to documentary sources . . . Conversely, history 
serves to question and test memory in critical fashion and to specify what in it is 
empirically accurate or has a different, but still possibly significant, status (pp. 19-20).      
 
          Moreover, Sturken (1997) posits that memory is entangled with history rather than 
standing in opposition to it. She contends that there is a considerable amount of traffic across the 
boundaries between memory and history, and, so, it may be often ineffective to maintain a 
distinction between the two. Yet, it does not mean to disregard distinctions between memory and 
history. Sturken (1997) suggests that “there are times when those distinctions are important in 
understanding political intent, when memories are asserted specifically outside of or in response 
to historical narratives” (p.5). Also, as memory is viewed as “sometimes retreating, sometimes 
overflowing” in relation to history (Le Goff, 1992, p.54), the distinctions are crucial when 
memories, often traumatic, are repressed and forgotten in order to maintain historical continuity 
and render hegemonic historical narratives comprehensible.  
          In post-occupation Japan, “official” narratives of World War II were narrated in line with 
U.S. Cold War strategy, while downplaying the memory of Japan’s colonial ambitions. In order 
to create the historical continuity from the war to the postwar period, Japan’s war experiences 
were defined as a conflict with the United States rather than with other Asian countries. This 
allowed the Japanese to victimize themselves and sanitize their war crimes. In addition, historical 
narratives rendered Japan’s defeat even imperative for its postwar peace, democracy, and 
prosperity under U.S. tutelage (Igarashi, 2000). Ultimately, rather than focusing on distinctions 
between memory and history, this study looks at memory as a crucial part of the process of 
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Remembering and Forgetting:  
Representations of Mixed Race People in Postwar Japanese Media 
           Under the U.S. Occupation, censorship of the media was conducted in Japan from 
September 1945 until September 1949, although the Potsdam Declaration, in demanding Japan’s 
unconditional surrender, proclaimed that “[f]reedom of speech, of religion, and of thought, as 
well as respect for the fundamental human rights shall be established” in Japan (Foreign 
Relations of the United States: Diplomatic Papers: The Conference of Berlin (The Potsdam 
Conference): 1945 (1960, Vol. 2, p. 1476) quoted in Rubin, 1985). Operated under the Civil 
Intelligence Section (CIS), the Civil Censorship Detachment (CCD) of SCAP took the initiative 
in conducting censorship (Dower, 1999; Koshiro, 1999; Rubin, 1985). The CCD’s censorship 
operation came to entail far-flung checklists for taboo subjects. And, one of the taboo subjects 
was “konketsuji” (mixed-blood children). As the antifraternization policy regulated sexual 
liaisons between Japanese women and Allied servicemen, censorship prohibited depictions of 
intimate relationships between the Americans, mostly GIs, and Japanese women in the media. 
Therefore, fraternization, prostitution involving the Allied Occupation forces, and mixed race 
children could not be discussed (Dower, 1999). Consequently, until the censorship policy was 
lifted in 1949, mixed race children as taboos were erased from the Japanese media.  
          After the end of the U.S. Occupation of Japan, in the early 1950s, racially mixed children 
received media attention particularly at the time the policy on schooling of these children was 
decided and the first wave of mixed race Japanese children entered elementary school. The news 
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media, including newspapers and magazines, uniformly and consistently represented racially 
mixed occupation babies as “social problems.” They were viewed as “problems” since “they bear 
the imprint of sex as domination” (Field, 1991, p. 39). Also, issues of education policy about 
mixed race children led to heated discussion, because their “difference” was problematized based 
on the beliefs in Japanese racial purity and in the racial degeneracy of racially mixed people.  
           In addition to the news media, popular media, such as films and fiction/non-fiction 
writings, dealt with the problems of mixed race children (konketsuji mondai) in the 1950s. The 
novel Yassa Mossa was serialized in Mainichi Shimbun [The Mainichi Newspapers] from April 
to August 1952 and was made into a movie in 1953. Also, Konketsuji [Mixed-Blood Children], a 
film adaptation of a novel with the same title, was premiered in 1953. Later in 1959, the film 
Kiku to Isamu [Kiku and Isamu] was made by Tadashi Imai who is well known for his 
compassionate attitudes toward people oppressed within feudalistic Japanese social structures. 
Kiku to Isamu focuses specifically on issues pertaining to Black-Japanese mixed race children in 
post-occupation Japan. Also, Kichi no Ko [Children of Bases] edited by the well-known 
sociologist Ikutarō Shimizu and his colleagues was published in 1953. This collection of essays 
written by children living nearby U.S. military bases across Japan contains a chapter entitled 
“Kawaisō na Konketsu no Ko” [Poor Mixed-Blood Children] as well as a number of essays 
which harshly criticize panpan girls selling their bodies and souls to GIs and express concerns 
about miscegenation. Yet, despite these criticisms and concerns, white-Japanese mixed race 
children were considered “beautiful.” As a Japanese child describes a white-Japanese mixed race 
child as “a pretty little ainoko (a child of mixture) with blond hair” in the edited book (Shimizu 
et al., 1953, p. 209; emphasis added), their facial and physical features were viewed as 
cosmetically favorable even in the aftermath of the occupation.  
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          Indeed, in the 1950s, white-Japanese mixed race stars were already active in the media, 
specifically films, while racially mixed occupation babies were considered “problems” in society. 
In 1952, Haruko Wanibuchi, an Austrian-Japanese girl star, debuted as a child actress in the film 
Hahakozuru [Mother and Child Cranes]. Also, Danish-Japanese mixed race actor Masumi Okada 
debuted in the film Hatsukoi Kanariya Musme [The Canary] in 1955. These mixed race stars 
emerging in the early postwar years have been slipped out of the scholarly literature and of 
people’s memory, probably because these stars are not “occupation babies” as they were indeed 
born prior to the end of World War II. Nevertheless, white-Japanese mixed stars did appear in 
the Japanese media and were quite popular even immediately after the U.S. Occupation.  
          In the 1960s, a number of mixed race entertainers, including actors, singers, and models, 
made their debuts and created a konketsuji boom (mixed-blood boom) (Murphy-Shigematsu, 
2001; Williams, 1991). Despite the lingering image of “occupation babies” as “social problems,” 
many mixed race Japanese stars appeared as models and were glamorized in advertising and 
magazines during the boom. Like mixed race stars emerged in the 1950s, some multiracial 
models (e.g., Miki Irie, Lisa Takami, Emily Takami, etc.) were from wealthy, upper-middle- or 
middle-class family and of non-American ancestry, and, therefore, they were not associated with 
U.S. military, single mothers, and poverty. Yet, many others who contributed to the konketsuji 
boom in the 1960s were so-called “GI babies” born during and after the U.S. Occupation of 
Japan: Linda Yamamoto, Lisa Akikawa, Bibari (Beverly) Maeda, Jirō Dan, and Masao Kusakari, 
just to name a few. Most importantly, Bibari Maeda’s dramatic appearance in Shiseidō’s 
advertising campaign in 1966 put forth the idea of a new womanhood and beauty in Japan 
(Ishioka, 1979, Shiseidō, 1979). Also, into the 1970s, male models of mixed race ancestry began 
to appear in advertising for men’s cosmetic products. As such, regardless of diverse backgrounds 
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among mixed race stars, their facial and physical beauty got into the limelight and attracted 
Japanese viewers. The image of mixed race people associated with Japan’s defeat in World War 
II and the subsequent occupation was gradually submerging in the glittering world of 
entertainment, although the stigma attached to them was never eliminated completely and 
“beautiful” mixed race stars were predominantly white-looking multiracials.            
          Moreover, in the 1960s, within the Japanese popular cultural landscape, mixed race people 
as “characters” came to be represented in more creative and imaginative ways. In 1967, French-
Japanese mixed race girl dolls⎯Licca-chan⎯hit the market and have ever been popular with 
Japanese girls to this day. According to Yasuhiro Kojima (2009), the development director for 
Licca-chan dolls, his team created the dolls while devouring Japanese girls’ comic magazines, 
which had grown popular in Japan since the mid-1950s.  
          Indeed, Japanese girls’ comic magazines are one of the few pivotal spaces where issues of 
race mixing in postwar Japan are allowed to be openly and regularly discussed, and where a wide 
range of multiracial people are portrayed in imaginative ways. As this study suggests, 
representations of racially mixed people in girls’ comic magazines played a crucial role in 
remaking the meanings of mixed race Japanese and reconstructing memories of World War II 
and the U.S. Occupation of Japan, in part because girls’ comic magazines have elaborated a 
distinct aesthetics, ethics, and worldview shaped within girls’ culture. Ultimately, this study 
focuses on visual images of mixed race stars and characters in major Japanese girls’ comic 
magazines published between the 1950s and 1960s and illuminates the ways in which the 
meanings of mixed race people shifted from strongly negative to ambivalent, or even positive, in 
the context of postwar economic growth. 
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Japanese Girls’ Comic Magazines in Post-WWII Japan 
         Since their launches, Japanese girls’ comic magazines, such as Nakayoshi [Good Friend] 
(1955-), Ribon [Ribbon] (1955-), Shōjo Furendo [Shōjo (Girl) Friend] (1962-1996), and 
Margaret (1963-), have been generally published monthly or weekly. In the 1950s and 1960s 
specifically, these girls’ magazines, in anthology format, consisted of editorial and star 
photography, comics, fictions, feature articles on stars, films, fashion, advertising, etc. These 
magazines came with five to ten free gifts called furoku, and these gifts certainly lured girl 
readers. As such, Japanese girls’ comic magazines published in the post-occupation period 
included not only comics but also many different contents. Indeed, these various contents offer 
rich information about mixed race people in post-occupation Japan as well as the cultural, social, 
and historical contexts in which girls’ comics were created. As Takahiro Akita (2009) contends, 
Japanese comics (manga) have developed centering on magazines. He argues that examining 
comics originally printed in magazines allows us to understand the contexts in which the comics 
were produced and published. Therefore, in this study, I closely look at original magazines 
published in the 1950s and 1960s. In so doing, I strive to relive the historical moments in which 
the meanings of mixed race were discursively constructed and reconstructed.      
          The two monthly girls’ comic magazines⎯Nakayoshi and Ribon⎯in question were first 
launched in 1955. To be more precise, Nakayoshi was first published in January 25, 1955, and 
Ribon was first launched in August 3, 1955. In the 1950s, these girls’ comic magazines were 
targeted at elementary school girls from relatively wealthy, middle-class families (Yonezawa, 
2007). These girls’ magazines were not only entertaining but also educational. Parents therefore 
bought the magazines for their children. Indeed, they included columns aiming at parents, 
specifically mothers. For example, in a column titled “Mothers’ Page” in the August 1956 issue 
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of Ribon, an editor comments that Ribon always strives to offer children opportunities to get 
interested in and learn about social issues by featuring such issues in an easy-to-understand 
fashion.         
         Related to the educational aspect of Japanese girls’ magazines, in the dawn of Japanese 
girls’ comics in the 1950s, the tear-jerking story was one of the most popular genres and served 
to promote a sense of morality among Japanese girls. Many tear-jerking stories in popular 
serialized comics are melodramatic, and revolve around a young girl who is pretty, sweet, and 
bright, but also poor and star-crossed. Girl main characters are often orphans who try to attain 
happiness by finding their biological mother, father, siblings, or even a pet (e.g., dog, cat, bird, 
etc.) and reuniting with their family (Yonezawa, 2007). Tear-jerking comics centering on 
mother-daughter relationships were called the haha-mono (mother story) and were especially 
popular in the 1950s and 1960s. The endings of these melodramatic, sob stories are touching and 
aim to provide the readers with moral lessons. Tear-jerking comics were strongly influenced by 
girls’ fictions (shōjo shōsetsu), which had been already popular since the mid 1940s. Like tear-
jerking comics, star-crossed, beautiful girls were featured in these girls’ fictions. In fact, until the 
mid 1950s, fictions accounted for 20 to 40 percent of a single girls’ magazine whereas comics 
consisted only 10 to 20 percent of it (Yonezawa, 2007).   
          In the mid 1950s, magazines as the “visual” media became one of the most popular forms 
of entertainment in Japan, largely because television had not yet spread to general households. 
Comics then became a staple among girls’ magazines. As a result, many girls’ magazines were 
transformed into girls’ comic magazines (Yonezawa, 2007). In such a cultural context, 
Nakayoshi and Ribon were launched as girls’ magazines mainly consist of comics (manga). In 
this sense, these magazines represent milestones in the history of Japanese girls’ comic 
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magazines. And, these magazines have continued to be among the most popular with young girls 
to this day. 
 
Analyzing Mixed Race Japanese as a “Visual Minority”:  
A Critical Visual Methodology 
         Taking a critical approach to visual materials, this study closely examines representations 
of mixed race people in Nakayoshi and Ribon. As the development director for Licca-chan dolls 
Yasuhiro Kojima mentioned in his essay Licca-chan Umaremasu [Licca-chan is Born] (2009), 
his team used the girls’ comic magazines Nakayoshi and Ribon as reference when they 
developed the mixed race dolls. Indeed, in the 1950s and 1960s, mixed race stars and characters 
were regularly featured in Nakayoshi and Ribon. Accordingly, in order to explore changes in the 
images and stereotypes of mixed race Japanese people in post-occupation Japan, this study 
focuses on mixed race girl stars as well as mixed race characters represented in Nakayoshi and 
Ribon published during the 1950s and 1960s.   
          While recognizing a diversity of mixed race Japanese in terms of race, ethnicity, and 
nationality, this study specifically focuses on those who are characterized by phenotypical 
differences. In Nakayoshi and Ribon published in the 1950s and 1960s and in post-occupation 
Japan in general, mixed race people were usually classified according to the black-white binary. 
Therefore, this study attends specifically to Black-Japanese and white-Japanese mixed race 
people. Fish (2009) calls these mixed race Japanese who are identified based on phenotypical 
differences a “visual minority” (p. 43). Indeed, Teresa Williams (1995), a mixed race studies 
scholar of American-Japanese mixed race ancestry, spells out that she “acquired a heightened 
awareness of racial appearance or phenotype” from her experience as “a person who is more 
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often then not racially and culturally misidentified” (p. 81). Also, national identities as well as 
memories are constructed and reconstructed within and in relationship to representations. As 
Zelizer (1998) argues, one’s ability to remember to a large extent depends on visual images. 
Therefore, the close examination of visual images of mixed race people as a “visual minority” 
would be crucial to provide insight into the ways in which the meanings of mixed race were 
made and remade and in which the memories of Japan’s defeat in World War II were constructed 
and reconstructed in the context of postwar Japan.  
         A critical visual methodology is “an approach that thinks about the visual in terms of the 
cultural significance, social practices and power relations in which it is embedded; and that 
means thinking about the power relations that produce, are articulated through, and can be 
challenged by, ways of seeing and imaging” (Rose, 2012, p. xix). Thus, it helps to interrogate 
power that relies on specific scopic regimes—ways of seeing—and that is expressed 
anonymously and nondeliberately in media representations.      
         In modern societies, the visual takes the central role in shaping one’s social and cultural 
life. Guy Debord (1970) argued that, in the twentieth century, society had become a “society of 
the spectacle.” Also, visual technologies (e.g., photography, film, television, video, etc.) and 
images they produce offer worldviews. Paul Virilio (1994) maintains that new visual 
technologies have brought a “vision machine” to society and we are caught up in it. Hence, 
examining the visual helps to understand how people make sense of the world.  
         Gillian Rose (2012) defines visuality and a scopic regime as the ways in which what is seen 
as well as how it is seen are culturally constructed. She suggests that, in modern societies, 
understanding of the world hinges on a scopic regime in which seeing is conflated with 
knowledge. Chris Jenks (1995) argues that “looking, seeing and knowing have become 
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perilously intertwined,” and, therefore, “the modern world is very much a ‘seen’ phenomenon” 
(pp.1-2).    
         In the spectaclist society, produced by specific scopic regimes, representations are closely 
intertwined with power relations. Donna Haraway (1991) points out that visualizing technologies 
in scientific as well as everyday use have been proliferated in contemporary societies. The 
scientific use of visual technologies then serves to create particular scopic regimes linked to 
power and knowledge, such as capitalism, colonialism, militarism, and male supremacy. She 
maintains that this form of visuality leads to specific and hierarchical ways of seeing 
“difference”—race, gender, class, and sexuality, for example. This scientific form of visuality 
disguises itself as universal, and, at the same time, it is closely connected to oppression of 
subordinate groups (i.e., those who are seen) in society.    
         In a given society, therefore, a specific form of visuality is shaped and contributes to 
visualizing social difference in a particular way. In other words, a specific scopic regime 
necessarily takes place in particular cultural, political, and historical contexts that mediates its 
impact (Rose, 2012).  Ultimately, in order to examine visual images in relation to power relations 
in a particular ocularcentric culture, contextualizing these visual images is crucial. Therefore, for 
the exploration of media representations of mixed race people in post-WWII Japan, it is 
necessary to look at historical, social, political, and cultural contexts out of which a scopic 
regime were constructed. 
         Also, it is argued that visual images do not usually work alone. Rather, they often work 
together with other things, including written texts as well as other visual texts (Hall, 1997; Rose, 
2012). Indeed, visual images are very often accompanied by written or spoken texts (e.g., 
television advertising, comic books, posters, etc.) (Armstrong, 1998. Wollen, 1970). Therefore, 
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intertextuality is important to understand images and their meanings. Intertextuality is, as Hall 
(1997) defines, “the accumulation of meanings across different texts, where one image refers to 
another, or has its meaning altered by being ‘read’ in the context of other images” (p. 232). 
Hence, visual images make sense in relationship to other texts. Taking this into consideration, 
this study therefore looks at not only visual images but also other forms of representations, 
specifically written texts. This study aims to unmask the discourse of power that has served to 
maintain the mythological racial ideology of Japanese homogeneity in post-WWII Japan by 
carefully analyzing representations of mixed race people in media texts woven into postwar 




          This dissertation consists of five chapters divided by three parts (i.e., Chapter 1 in Part I; 
Chapters 2 and 3 in Part II; and Chapters 4 and 5 in Part III). The first chapter of this dissertation 
explores the concepts of different races, including Japanese, Black, white, and mixed race, and 
representations of these races, placing these socially constructed categories in Japanese contexts. 
This chapter offers theoretical frameworks as well as the overarching historical, social, and 
political contexts in which the discourse of race has been narrated, and the meanings of mixed 
race have been made and remade.   
          The second and third chapters explore photographic representations of two multiracial girl 
stars (i.e., Haruko Wanibuchi in Chapter 2 and Emily Takami in Chapter 3) in Japanese girls’ 
comic magazines. The second chapter demonstrates that Wanibuchi was imagined and 
represented as the embodiment of Japanese cultural hybridity, in harmony with the discourse of 
Japaneseness emerging in the 1950s. This discourse celebrated the hybridity of Japanese culture 
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by maintaining that Japan was already and had always been hybrid even before the U.S. 
Occupation of Japan. In combination with her European heritage (as opposed to an American 
one), this imagery of Wanibuchi as a mixed race star contributed to disguising the historical 
discontinuity between prewar and postwar Japan.  
          The third chapter shows that in contrast with Wanibuchi, whose Japaneseness was 
embraced and highlighted as a crucial component of her cultural hybridity Takami’s whiteness, 
as a symbol of the affluent lifestyle associated with American consumerism, was foregrounded, 
fetishized, and commodified in popular culture. The fetishization of her whiteness allowed a 
comfortable enough distance to develop between the mixed race star, as the Other, and the 
Japanese. As the discourse of Japaneseness began to laud its “uniqueness” during the rapid 
economic growth of the 1960s, hybridity was reimagined as “impurity” and was no longer 
viewed as an element of Japaneseness. Linked with the much-coveted Western lifestyle, 
Takami’s whiteness functioned to obscure the image of the United States that had been 
associated with violence, warfare, and Occupation forces. Ultimately, the second and the third 
chapters argue that the white-Japanese mixed race stars in the limelight overshadowed the 
presence of occupation babies stigmatized in Japanese society. Furthermore, the glamorized 
representations of these mixed race stars, as I argue, served to submerge the memories of Japan’s 
defeat in World War II and the Occupation.    
          The fourth and fifth chapters focus on mixed race characters in Japanese girls’ comic 
magazines, situating them in the wider popular cultural landscape. Drawing on theories of manga 
expression in semiotics, these chapters pay special attention to forms, lines, and colors in the 
portrayals of mixed race characters. The fourth chapter looks at Black-Japanese mixed race 
characters appearing in girls’ comics from the 1950s into the early 1960s. The examination of 
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these characters reveals that Black-Japanese mixed race children are overrepresented as 
“occupation babies,” i.e., “social problems,” linked with negative images including 
parentlessness, illegitimacy, poverty, and lower socioeconomic class. As blackface 
representations of mixed race characters betray anti-Black racial ideology and aesthetics 
prevalent in Japanese society, the Blackness of the characters functions to further stigmatize 
occupation babies and is exploited to dramatize comic narratives. This chapter provides insight 
into the ways in which the overrepresentation of Black-Japanese occupation babies in the girls’ 
comics inadvertently contributed to foisting the blame of the former western occupation onto 
Black bodies and to reconstructing the image of the West.  
          The fifth chapter explores representations of white-Japanese mixed race characters that 
began to be featured in girls’ comics in the early 1960s. This chapter demonstrates that, in sharp 
contrast with Black-Japanese mixed race characters, white-Japanese mixed race characters are 
rarely represented as “occupation babies” in girls’ comic magazines. In keeping with the 
portrayals of the multiracial girl stars in magazines, these white-Japanese characters of European 
ancestry are glorified and epitomized as having “ideal beauty.” Yet, this does not guarantee them 
membership in the exclusive Japanese club. Indeed, comic narratives and motifs (e.g., Western 
lifestyle, upper class, blue eyes, etc.) nondeliberately but ingeniously assure the Otherness of the 
white-Japanese characters and draw a strict line between multiracial and monoracial Japanese. 
This chapter argues that, with Japanese girls’ continued love for Western culture and white 
beauty since the prewar period, idealized representations of white-Japanese mixed race 
characters served to forge the continuity from the prewar to the postwar periods by obliterating 
the presence of and the negative images of racially mixed GI babies. These representations of 
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white-Japanese mixed race people contributed to shaping a new mixed race identity in the 





































































Japanese, Black, White, and Mixed Race 
         This chapter closely looks at different races, including the Japanese, Blacks, whites, and 
mixed race, situating these socially constructed categories specifically in Japanese contexts. In 
addition to the Japanese and mixed race Japanese people, the ways in which Blacks and whites 
have been viewed in Japan are explored in this chapter. This study is fully aware of the 
difference between “foreigners” of no Japanese ancestry and mixed race Japanese people. 
Nonetheless, it is necessary to explore Japanese perceptions of Blacks and whites (read as 
“monoracial” Black and white foreigners), because Black-Japanese and white-Japanese mixed 
race people have been regarded as non-Japanese due to their “foreign” looks, and, therefore, as 
Wagatsuma (1976) argues, Japanese attitudes toward racially mixed Japanese people are closely 
related to their attitudes toward Black and white foreigners. Focusing on representations of these 
different racial groups, this chapter examines meanings of Japaneseness, Blackness, whiteness, 
and mixed-raceness constructed in the Japanese cultural landscape. This chapter offers 
theoretical frameworks as well as the overarching historical, social, political, economic, and 
cultural contexts in which the discourse of race has been narrated and meanings of mixed race 








Japanese Identity and the Discourse of Japaneseness in Postwar Japan 
          Although the Japanese are usually classified as “Asian” by Western standards, there is the 
widespread belief in “the Japanese blood” among Japanese people and they differentiate 
themselves from all others, be they whites, Blacks, or Asians. Based on a genotypical difference, 
Japanese people identify themselves not as “Asian” but as “Japanese.” As Kōsaku Yoshino 
(1997) argues, the notion of Japan as the family-nation of divine origin has served to shape “the 
Japanese” as a discrete racial group, although the “Japanese race” cannot exist in a real sense. In 
this sense, the “purity” of blood matters to the Japanese, and, indeed, the myth of Japanese 
homogeneity has continued to be pervasive in Japan to this day.  
          However, the discourse of the Japanese nation has sifted as the dominant ideology of the 
times changes, and Japan was not always viewed as homogeneous. Indeed, there were times 
when theories that the Japanese were a mixed nation and a conquering nation were upheld. Since 
Edward S. Morse’s mixed nation theory was first introduced in 1877, two traditions of the 
theories of the Japanese nation had developed by the 1880s. One of the traditions is the mixed 
nation theory, which explains that Japanese people originate from a mixture of conquerors, 
indigenous people, and others. The other tradition is the homogeneous nation theory, which 
assumes that the Japanese have lived in Japan since ancient times and their pure blood has been 
preserved (Oguma, 1995).  
          In prewar Japan, Christian intellectuals and anthropologists, most notably Shōgorō Tsuboi, 
supported the mixed nation theory in order to help minorities, such as Christians and Japan’s 
indigenous people (i.e., the Ainu), get recognized. They argued that these minority groups would 
contribute to the state. Moreover, drawing on the mixed nation theory, Tsuboi and some 
Christian intellectuals championed and glorified Japan’s annexation of Korea in 1910 (Oguma, 
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1995). At the time of the annexation, in conjunction with nissen dōsoron (the theory that the 
Japanese and Korean share a common ancestor), the mixed nation theory became mainstream in 
the Japanese Great Empire, serving to justify Japan’s colonial expansion. Indeed, the empire 
included many non-Japanese as citizens. After the colonization of Taiwan in 1895 and of Korea 
in 1910, this group constituted a staggering 30 percent of Japan’s total population (Oguma, 1995). 
Therefore, the mixed nation theory was used to emphasize Japan’s potential and superiority in 
ruling and integrating with different racial and ethnic groups. According to the theory, Japan’s 
superiority was attributed to its heterogeneous origins. Yet, the mixed nation theory contradicted 
the ruling ideology of the empire kokutai (the national polity theory), which maintained that the 
Japanese empire was unified as a large family state under the Imperial Family. Implying 
Japanese blood ties and racial purity, kokutai emphasized the organic kin-oriented relationship 
between the emperor and its subjects and denied the ruling based on power relations. Hence, it 
was, in fact, more coherent with the homogeneous nation theory. Indeed, Yoshino (1992) 
maintains that the notion of Japan as the family-nation of divine origin was intimately linked 
with the myth of Japanese racial homogeneity. However, the contradiction was overcome by 
regarding “non-Japanese” citizens as “adopted children” (Oguma, 1995). Ultimately, by 
incorporating the mixed nation theory, the logic of kokutai continued to be exploited to 
rationalize Japan’s imperial endeavors.   
          After its defeat in World War II, Japan lost Korea and Taiwan. As a result, the number of 
non-Japanese citizens suddenly dropped. In these political and social contexts, a number of 
theorists across different disciplines came to support the homogeneous nation theory, 
maintaining that a homogeneous people has lived in Japan since the prehistoric period and that 
Japan is a peaceful island country which is isolated from other nations. This self-portrayal and 
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identity of the Japanese harmonized with the feeling of Japanese people who lost their 
confidence in dealing with foreign affairs in the aftermath of World War II (Oguma, 1995). In 
contrast with the popularity of the homogeneous nation theory, the mixed nation theory came to 
be seen as outdated and was drowned out within less than a decade after World War II.   
          The myth of Japanese homogeneity has become prevalent in Japanese society since the 
decades after World War II (Lie, 2001; Oguma, 1995). Since then, the idea that Japanese people 
are culturally as well as racially homogeneous has been widely accepted (Befu, 1983). Yoshino 
(1997) remarks that “[t]hey [the Japanese] often use the convenient term tan’itsu minzoku [one 
ethnic/racial/national group] to describe their homogeneity as a people, without specifying 
whether they are referring to their racial or cultural features” (p. 205). Tan’itsu minzoku, 
therefore, assumes the ethnic, racial, national homogeneity among Japanese people.  
          Oguma (1995) argues that the myth of Japanese homogeneity has taken root in society 
through nihonjinron (the discourse of Japaneseness) since the 1960s. He contends that the myth 
of Japanese homogeneity is the premise of nihonjinron. Also, Befu (2001) posits that 
nihonjinron heavily depends on “Japan’s primordial sentiments inherent in the presumed ‘ethnic 
essence’ of the Japanese,” such as racial purity, Japanese blood, and the peculiarity of the 
Japanese language (p.102). 
          Nihonjinron, which literally means “theories of Japanese people,” has had a powerful 
influence on shaping the perspectives that the Japanese hold about themselves (Kowner, 2002). 
Nihonjinron as discourse narrates almost all dimensions of Japanese people and culture from 
race and the root of culture to societal structure and soul (Befu, 1993). Befu (2001) points out 
that, in the term nihonjinron, “ron” is usually translated as “theory,” “view,” and 
“interpretation.” However, “ron” does not necessarily mean a well-researched scholarly theory. 
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Rather, it refers to generalizations about Japan, Japanese culture, Japanese society, and Japanese 
people. Therefore, nihonjinron includes not only scholarly publications but also popular 
discourses about Japan and Japanese people. As Befu (2001) maintains, nihonjinron can be 
viewed as “commodity” consumed by ordinary people as well as scholarly discourse. 
          Tamotsu Aoki (1999) argues that postwar nihonjinron emerged out of the question of 
Japanese identity and can be considered Japanese endeavors to explore the linkage between 
Japanese culture and identity. He emphasizes the strong impact of Japan’s first experience of the 
defeat on its identity and maintains that the Japanese had to negotiate and redefine identities after 
World War II. In nihonjinron, Japaneseness is discussed in comparison with different countries 
and cultures. Nihonjinron discourse emphasizes the uniqueness of Japanese people as well as 
Japan itself, as compared to Others. 
         In addition, nihonjinron often concerns about how Japan is perceived by other countries. 
After the defeat in World War II, the Japanese lost their confidence and needed to reconstruct the 
nation and society under the U.S. Occupation of Japan. General Douglas MacArthur⎯the 
Supreme Commander for the Allied Powers⎯observed at a press conference that Japan had 
fallen to the status of “a fourth-rate country.” The Japanese word yontōkoku (a forth-rate 
country) then became a buzzword of the day. Also, MacArthur likened the Japanese nation to a 
twelve-year-old child (Dower, 1999; Yoshimi, 2007). This remark was taken very seriously by 
the Japanese. As such, while filled with a sense of impotence, Japanese people were burdened 
with reconstruction of the nation and society by catching up with the Western democratic 
political and economic system. In the process of rebuilding the nation, the Japanese were 
concerned about Japan’s lower position in the world, in contrast with the West’s predominant 
position. In other words, Japanese identity needed to be redefined in relation to the West due to 
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Japan’s political and economic relationship with Western nations, specifically the United States, 
after World War II.   
           Given the importance of the United States as the Other for Japanese identity, Kiku to 
Katana [The Chrysanthemum and the Sword] (1948) by American cultural anthropologist Ruth 
Benedict cannot be ignored when nihonjinron is examined.8 Drawing on Benedict’s wartime 
research, it provided insight into who the Japanese were and what Japanese culture was from an 
outsider’s perspective in the chaos in Japan immediately after World War II. Aoki (1999) 
suggests that Kiku to Katana has strongly impacted later nihonjinron writings. He posits that two 
themes observed in Kiku to Katana have been often discussed in the discourse of Japaneseness. 
One is collectivism as the principles of Japanese social structure. The other is Japanese culture as 
a “shame culture” (as opposed to Western cultures as “guilt cultures”). Aoki argues that these 
two themes have been discussed either positively or critically in nihonjinron. In the contexts of 
industrialization and economic growth in postwar Japan, nihonjinron has changed over time. 
Aoki (1999) closely examines nihonjinron and its changes in postwar Japanese contexts and 
suggests that the tone of nihonjinron shifted from critical to positive in response to Japan’s 
economic and social development.            
         In nihonjinron discussed between 1945 and 1954, Japanese characteristics, such as 
collectivism and a shame culture, were unfavorably viewed as the reasons for failure in 
modernization. In other words, compared to the West in general and to the United States in 
particular, Japanese society was criticized as pre-modern, irrational, and anti-democratic, and 
Japanese culture was regarded as a remnant of feudal social structure in prewar Japan. Because 
of these characteristics of Japanese society and culture, Japan was viewed as having failed to 
modernize, which ultimately lost it the war (Aoki, 1999). Befu (2001) calls this self-castigation 
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“auto-Orientalism.” Aoki (1999) posits that Ango Sakaguchi’s Darakuron [Discourse on 
Decadence] (1946) and Minoru Kida’s Kichigai Buraku Shūyūkikō [A Travelogue about Crazy 
Hamlets] (1946) are most important nihonjinron writings published immediately after World 
War II. Both Sakaguchi and Kida severely criticized Japanese imperialism and those who made a 
commitment to the Japanese empire, and, at the same time, they hoped to rebuild a “new 
Japan”—a modernized and democratic nation. After the defeat in the war, compared to the 
United States that achieved “modernization” and “democratization,” Japan and Japanese culture 
were redefined as inferior to the West by the Japanese themselves. Therefore, the uniqueness of 
Japanese culture and society needed to be negated (Aoki, 1999). 
         Between 1955 and 1963, as Aoki (1999) observes, Japanese culture came to be differently 
and more favorably accepted in Japanese society. The U.S. Occupation of Japan was nominally 
brought to an end in 1952, and the Korean War started a wartime special procurements boom in 
Japan. This promoted Japan’s economic growth. Then, the 1956 Economic White Paper 
expressed that Japanese economy could “no longer be termed postwar.” This remark served to 
reshape the perception of Japanese culture and society. Therefore, nihonjinron published 
between 1955 and 1963 positively discusses Japanese culture based on everyday life experience 
during the years of postwar economic recovery.  
          Aoki (1999) argues that two academic works—Shūichi Katō’s “Nihonbunka no Zashusei” 
[The Hybridity of Japanese Culture] (1955) and Tadao Umesao’s “Bunmei no Seitaishikan 
Josetsu” [Introduction to the Ecological Conception of the History of Civilizations] (1957)—
have greatly contributed to redefining Japanese identity in a positive light in the late 1950s. Katō 
(1955) posits that, in modern Japan, politics, education, and other systems and organizations 
were constructed based on Western models. Therefore, Japanese culture and tradition cannot be 
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considered “pure.” He emphasizes that Japanese culture is hybrid and its hybridity should be 
celebrated while denying the hierarchical interpretation of different cultures. In actuality, he was 
concerned about Japanese “pure” cultural supremacy and its nationalistic overtone in the context 
of unprecedented economic growth in the 1950s. Also, in his “Bunmei no Seitaishikan Josetsu,” 
Umesao argues that Japanese civilization has been developed in parallel with Western 
civilization. He focuses on modes of life and re-classifies civilizations, challenging the East/West 
dichotomy. Umesao divides the world into two zones and includes Japan as well as Western 
countries in the first zone category. Based on Japanese mode of life, he differentiates Japan as an 
industrialized capitalist nation from other Asian countries categorized in the second zone. As 
such, in these nihonjinron writings, Japanese culture is no longer regarded as inferior to Western 
culture. In addition, in the 1950s, Japan and Japanese culture began to be viewed positively by 
“outsiders” (e.g., Robert Bellah’s Tokugawa Religion: The Value of Pre-industrial Japan, 1957). 
This helped the Japanese redefine Japanese identity and restore confidence while blotting out the 
memories of World War II and the U.S. Occupation of Japan.  
          In the 1960s, Japan experienced unprecedented rapid economic growth. Japan was 
redefined as a great power, and this served to erase the image of Japan as a defeated country. In 
1964, the Tokaido Shinkansen (high-speed trains) went into operation. Also, the Tokyo 
Olympics were held in the same year. The 1964 Summer Olympics was the first Olympics taken 
place in Asia. Furthermore, the Satō administration brought about political stability and 
contributed to conservative discourse after the 1960 U.S.-Japan Security Treaty protests. Due to 
Japan’s significant economic growth and political stability, Japanese people were required to 
redefine Japanese culture and identity.  
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          Between 1964 and 1983, Japanese uniqueness continued to be positively perceived, and 
Japan as an economic superpower sought for self-validation. The characteristics of Japanese 
culture discussed in Kiku to Katana were reevaluated from different perspectives by the Japanese 
themselves (Aoki, 1999). Chie Nakane’s Tate Shakai no Ningenkankei [Human Relations in A 
Vertical Society] (1967) is one of the most important nihonjinron writings. Nakane examines 
Japanese “vertical” social structure predicated on collectivism. Aoki (1999) argues that, even 
though she criticizes that Japanese vertical social structure can lead to the lack of critical and 
logical thinking, Nakane’s theory of Japanese vertical society was widely accepted among the 
Japanese at that time because of its positive tone for Japaneseness. It highly values Japanese 
successful modernization and collectivism in Japanese companies, relating Japanese uniqueness 
to “Japanese blood.”   
          In the 1970s, the Japanese had to be aware of their position in the international economic 
world because of trade friction and the yen’s appreciation, and, then, the unprecedented 
nihonjinron boom emerged (Oguma, 1995). Japanese uniqueness came to be even more 
positively discussed in nihonjinron. The “positive” characteristics of Japanese culture were 
highlighted, because the Japanese were self-consciously aware that Japan achieved rapid 
economic growth during this period and became a member of developed countries. For instance, 
drawing on psychology theories, Takeo Doi’s Amae no Kōzō [Anatomy of Dependence] (1971) 
looks at the Japanese concept of “amae” (emotional dependence), as opposed to Western 
independent individuality. He demonstrates that it is unique to Japanese psychology. Even 
though amae is characterized as illogical, closed, and private, Doi emphasizes that amae can 
result in equality and generosity, and it positively functions in Japanese social relationship. Also, 
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Satoshi Kimura’s Hito to Hito tono Aida [Between Persons] (1972) highly values Japanese social 
relationship and rejects the superiority of Western individualism originated from modernism.  
         In the late 1970s, focusing on Japan’s economic success, nihonjinron often explored 
Japan’s position vis-à-vis the rest of the world (Aoki, 1999). Befu (2001) suggests that Japan’s 
economic success was regarded as a result of Japanese uniqueness. In Nihon Rashisa no 
Saihakken [The Rediscovery of “Japaneseness”] (1977), Eshun Hamaguchi stresses that Japan’s 
successful modernization is based on not Western model but Japanese model and that Japan no 
longer needs to emulate Western styles. Nevertheless, in nihonjinron produced in the 1970s, 
Japanese culture was still analyzed in relation to the “imagined” West, and reference to “Western 
model” could not be avoided (Aoki, 1999). And, at the end of the 1970s, one of the most 
important nihonjinron writings—Japan as Number One (1979) by Ezra Feivel Vogel—was 
published. Based on the positive characteristics of Japanese culture—collectivism and a shame 
culture—discussed frequently in earlier nihonjinron writings, Vogel glorifies Japanese successful 
development after World War II. Japan as Number One was intended to offer theories of 
Japanese society for Americans. Yet, it was welcomed by the Japanese, because it was a long-
awaited acceptance of Japanese uniqueness by the West.     
         As such, uniqueness is a key feature of nihonjinron. In the discourse of Japaneseness, it is 
in imagining, in particular, the Western Other that Japanese uniqueness is explained.  Yoshino 
(1992) argues that “Japanese identity is the anti-image of foreignness and, as such, can only be 
affirmed by formulating the images of the Other; namely, the West…” (p. 11). Although the 
terms⎯“the West,” “Western,” and “Westerners”⎯are often used in the discourse of 
Japaneseness without explanation, these terms, in fact, signify “whiteness” in nihonjinron in 
particular and in Japanese contexts in general. Since the Meiji period (1868-1912) when Japan’s 
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internationalization had begun, Japan has regarded Western nations as its prototype and has 
consciously imitated European and North American behavior (Weiner, 1997). Throughout the 
process of Japan’s internationalization, “whites” have tended to be equated with “Westerners” 
and “gaijin”(foreigners) as well as “U.S. Americans” (Koshiro, 1999; Russell, 1996). In the 
discourse of Japaneseness, Japanese uniqueness is therefore most emphasized in relation to the 
Western/white Other.  
         As “the West” almost always means “whiteness” in Japanese contexts, indeed, race is 
closely related to culture in the discourse of Japanese uniqueness. It has been believed that 
Japanese linguistic and communication modes belong exclusively to “the Japanese race” 
(Yoshino, 1992). Befu (1993) contends that, in nihonjinron, nation is equated with citizens and 
culture, and Japanese culture and language are defined as properties that non-Japanese, or rather, 
foreigners, are never able to acquire. In addition, because of their foreignness, non-Japanese can 
never become “authentic” Japanese. Therefore, as Yoshino (1992) argues, “[t]he process of 
defining Japanese uniqueness may be viewed as the process of marking the symbolic boundary 
of ‘us’ (the Japanese) against ‘them’” (p. 122). Ultimately, uniqueness is used to differentiate 
“Japanese” from “non-Japanese.”  
         Indeed, nihonjinron is a discourse of “difference” (Weiner, 1997; Yoshino, 1992), which 
highlights Japanese uniqueness. Yoshino (1992) argues that “[i]n the nihonjinron, it is normally 
‘our’ difference that has been actively used for the reaffirmation of Japanese identity” (p. 11).  
Identity needs “difference” or, more specifically, the “Other,” in order to define itself. Stuart Hall 
(1996) posits that “identities are constructed through, not outside, difference” (p. 4). As Hall 
(1989) argues, identity necessarily has the dialogic relationship to the Other. This suggests that it 
is possible to know who you are only in relation to the Other. Nihonjinron emphasizes 
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“difference” in relation to the Other. Ultimately, in the discourse of Japaneseness, “our” 
difference is Japanese uniqueness, which is inextricably intertwined with the myth of Japanese 
homogeneity.          
 
The Ultimate Other: Black Imagery in Japan  
         The images evoked by Black people among the Japanese can be traced back to as early as 
the sixteenth century, when African and East Indian servants first landed in Nagasaki with 
Portuguese and Dutch traders (Russell, 1996). Those images gave rise to derogatory references 
to Black people being equated with nonhumans and animals, such as demons and apes. Also, 
during the sixteenth century, visual representations of Blacks emerged in Japan. By using vivid 
colors, nanban (southern barbarian) screens portrayed Africans as slaves, servants, and, albeit 
less well-known, kings. These screens captured the processional advance of Western colonizers 
and inequality upon its shores. Moreover, in 1854, Commodore Matthew Perry introduced 
blackface minstrelsy to Japan, and the Japanese have been fascinated with various forms of 
blackface ever since (Russell, 2012). 
         Similar to the established images of Black people in earlier periods, Japanese attitudes 
toward black skin and the physical features typical of African Americans encountered during the 
U.S. Occupation of Japan were usually negative, even though quite a few Japanese women 
married Black men (Wagatsuma, 1967). Buruma (1984) posits that further anti-Black racism was 
exported to Japan via the U.S. Occupation.  
         In the novel Hishoku [Not Because of Color] (1967), Sawako Ariyoshi depicts typical 
Japanese responses to marriages between Black men and Japanese women and their children. 
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Upon discovering that her daughter wants to marry a Black serviceman the protagonist’s mother 
says: 
 
Our family has been honored by its warrior ancestry. Though we were not well-to-do, 
none of us has ever shamed the name of our family. And you, a member of our 
respectable family, wish to marry a man of such blackness! How shall we apologize to 
our ancestors? If you wish to marry an "American," that might be a different matter. But 
marrying that black man! … Embraced by such a black one, don't you feel disgusted? I 
am afraid of him. Why don't you feel strange?9 
   
Onlookers in downtown Tokyo make harsh remarks to the protagonist’s Black-Japanese mixed 
race daughter:  
 
Look, the child of a kuronbo ["black one"].  
Indeed, it's black, even when it is young.  
She looks like a rubber doll.  
She must have taken only after her father. So black. Poor thing.10   
 
The use of the term kuronbo indicates that the child is identified as Black, even though she is 
also Japanese. If she looks “Black,” she is “Black” in the eyes of the Japanese. Indeed, one 
would find the similarity between the one-drop rule persistent in the United States and this crude, 
exclusionist racial classification in Japan. Although Hishoku was first published in 1964, 
unfortunately, the Japanese perception of Blacks, which include Black-Japanese mixed race 
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people based on the Japanese rule, has changed little over the years. To give an example, on 
August 12, 2015, the daily sports newspaper Sports Hōchi likened Black-Japanese mixed race 
high school baseball player Rui Okoe to a wild animal in the African savannah by unnecessarily 
highlighting his Blackness linked with his “exceptional physical ability.” Though the article was 
harshly criticized on Twitter and was withdrawn in two days, it revealed that Japanese racist 
attitude toward Blacks still lingered in the twenty-first century.        
         The most-used term in Japanese for Black people is kokujin, which is considered a neutral 
term. By contrast, kuronbo is a belittling word.11 It has been suggested that kuronbo comes from 
Colombo, the city in Ceylon. In the seventeenth century, Japanese people pronounced Colombo 
"kuronbo." Kuronbo was also abbreviated to "kuro," meaning black, a probable reference to the 
black-skinned servants of the Dutch, from Colombo. The word “bo” means boy or sonny. As a 
suffix attached to certain words, it means little one, for example akan-bo, literally “little red 
one,” or “baby.” Bo may add a pejorative connotation to some words. For instance, wasuren-bo 
(“forgetful one”), namaken-bo (“lazy one”) and okorin-bo (“quick-tempered one”). In the same 
way, kuron-bo (“black one”) may signify childishness (Wagatsuma, 1967). Indeed, John G. 
Russell (1996) points out that one of the stereotypical images of Black people in the Japanese 
media is that Black means childish. He argues that, particularly with the rise of U.S. hegemony 
in postwar Japan, stereotypes of Black people have been largely reinforced by U.S. popular 
cultural discourse. 
         Moreover, physical characteristics of Blacks, most notably skin color, have been 
considered aesthetically unfavorable in Japan, perhaps due to little familiarity with black skin. 
This might be also because Blackness has been symbolically linked with negative and evil 
images in Japan and because of the particular discursive construction of Blacks in Japanese 
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society (Wagatsuma, 1967). By stark contrast with whiteness, which has been viewed as a 
standard of beauty in Japan since the Meiji era (1868-1912), Blackness has continued to be 
aesthetically unattractive in the Japanese imagination (Creighton, 1995). Also, the negative 
images of Black people in Japan are, as Russell (1996) argues, inextricably related to the unequal 
relationship between Japan and the West. The Japanese learned Western prejudices against 
Blacks and other “subordinate” races as well as Western science through the importation of 
Dutch ideas. Blackness as “the Ultimate Other” has served to construct an unbridgeable gap 
between Blacks and the Japanese, which is as great, if not greater, as that between Black and 
white or the East and the West (Russell, 2012, p. 44). As such, in Japan, in line with American 
and European racism, Blacks have been regarded as “the Ultimate Other” for their “aesthetically 
unfavorable” dark skin as well as their perceived inferiority. In the aftermath of World War II, 
however, Black GIs paradoxically occupied the dominant position vis-à-vis a surrendered Japan 
(Cornyetz, 1994), and this arguably complicated images of Blackness in post-occupation Japan.       
         While Blackness has been negatively viewed and otherized in Japan, Black people, 
specifically African Americans, and their fight for freedom and equality have inspired Japanese 
people in many ways. Yet, stories about interactions between Japanese people and African 
Americans have been often silenced rather than being celebrated, because these interactions 
could threaten the U.S. government and the U.S.-Japanese friendship (Koshiro, 2003).    
         Back in the nineteenth century, Japanese people differentiated African Americans from 
Africans who were considered backward. The Japanese viewed African Americans as modern 
and westernized despite their “dark” skin color and showed curiosity about and admiration for 
African American struggles in the United States, i.e., the so-called land of democracy. Japanese 
leaders of the time tended to regard African Americans as a model for fledgling Japan that 
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strived to advance it to the level of modern civilization and to become part of the Western world. 
For example, when the Iwakura Mission (1871-1873) visited the United States, they were 
impressed with the progress of African American congress members and business people during 
the Reconstruction era. The mission, on the other hand, viewed Blacks in Africa as inherently 
backward. The Iwakura Mission was inspired specifically by a school administered by African 
Americans in Washington D.C. and was convinced that education and hard work would help 
people of color, including the Japanese, catch up with “superior” white Westerners. Also, 
African American literature provided Japanese people with opportunities to learn about African 
American struggles in the United States. Uncle Tom’s Cabin was first published in Japanese in 
1896. In 1908, Booker T. Washington’s life story was included in the book Ijin no Seinen Jidai 
[Younger Days of the Great Men]. In 1919 and 1939, Washington’s Up from Slavery was 
translated into Japanese and published with the Japanese title Koku Ijin [Great Man of the Black 
Race] (Koshiro, 2003).  
          Yet, it is worth noting that the Japanese government still believed in the Western notion of 
racial hierarchy with white at the top and Black at the bottom. The government was well aware 
that the Japanese as nonwhite were positioned ambivalently in the global racial order. Japan was 
categorized as part of the yellow race in the Far East while being an imperial colonizer who 
became civilized (Oguma, 1998). The Japanese government attempted to become the leader of 
the Asian race and build the Greater East Asian Co-Prosperity Sphere. Based on their success in 
military and industrial developments as well as colonial projects, the Japanese conveniently 
excluded themselves from the ill-starred category “colored” race and claimed to be treated as 
“honorary” white. Whereas the Japanese played up their psychological identity as a white race, 
they de-emphasized their phenotypical identity as a yellow race. Conscious of how it is viewed 
 45 
by other Asian countries as well as by the West, modern Japan formed their dualistic identity in 
order to justify their status as a colonial power (Koshiro, 1999, 2003).  
         Japanese imperialists were interested in an alliance with African Americans, only because 
it could be exploited to criticize white racism. At the beginning of World War II, the Ministry of 
Foreign Affairs published research reports on extremely poor living conditions of African 
Americans in order to criticize U.S. racism and made anti-U.S. propaganda (Koshiro, 2003). In 
other words, the wartime Japanese government was not necessarily interested in working with 
African Americans to combat white supremacy. Rather, Japan looked ahead to a possible 
partnership with the West, i.e., the white race, after the end of World War II (Koshiro, 1999, 
2003).  
         Indeed, after World War II, as a Cold War strategy, the U.S. government, via cultural 
exchange programs and other forms, allowed Japan to identify itself as an “honorary white 
nation.” In January 1951, John Foster Dulles, when preparing a peace treaty with Japan, confided 
in a British politician that the Western world would permit Japan to “access to an elite Anglo-
Saxon club.” (Foreign Relations of the United States, 1951 quoted in Koshiro, 1999, p. 42; 
Koshiro, 2003, p. 197). Thus, Japan’s long-cherished dream halfway came true, and the postwar 
Japanese government no longer needed to work with presumably “inferior,” “colored” people on 
promoting Pan-Asianism and on fighting against white supremacy. Therefore, Japan’s interests 
in an alliance with African Americans during the war came to be understood as a dishonorable 
memory, an aberration, or, even, a mistake (Koshiro, 2003). 
         Different from the Japanese government, Japanese Marxists envisioned a more genuine 
alliance with African Americans, fighting against imperialism and colonialism. Like American 
socialists and communists, Japanese Marxists highly valued the role of African American racial 
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struggle in combating against imperialism around the globe, including Asia and Africa, as well 
as in advancing proletarian movements worldwide (Koshiro, 2003). By the 1930s, African 
Americans came to be perceived as revolutionaries by leftist Japanese intellectuals, including 
writers, artists, and journalists (e.g., Kōichirō Maedagawa, Yonezō Hirayama, and Eitarō 
Ishigaki).   
         In post-occupation Japan, Japanese Marxists and leftists re-envisioned African Americans 
as their ally in their fight for revolution (Koshiro, 2003). In June 1954, Kokujin Kenkyū no Kai 
(The Association for Negro Studies) was established in Kobe, Hyogo by Yoshitaka Nukina, a 
scholar in American literature and a leading Esperantist, with eight other members, mostly 
Nukina’s former students (Katō, 2013; Ōnishi, 2013). Nukina described Kokujin Kenkyū no Kai 
as “not only an academic research group but [also] moves against [all forms of] racial 
discrimination and participates in democratization movements in Japan” (quoted in Ōnishi, 2013, 
p. 99). Kokujin Kenkyū no Kai was specifically interested in the Marxist position on the “Negro 
Question,” Japanese Popular Front activism, the Esperanto movement, and antebellum 
utopianism and abolitionism (Ōnish, 2013). In October 1956, Kokujin Kenkyu no Kai also 
kicked off the journal Kokujin Kenkyū [Black Studies] (Kokujin Kenkyū no Kai, 2016). Nukina 
found a similarity between African Americans and the Japanese under U.S. military control in 
the sense that both were being wounded their national and racial pride by U.S. hegemonic 
capitalism and imperialism. He therefore believed that Japanese people could learn from African 
Americans (Koshiro, 2003). The association addressed issues related to Black life, culture, and 
history (Furukawa, 1996). Kokujin Kenkyū no Kai got attention from people of various 
backgrounds, including, but not limited to, public officials, housewives, students, and small 
company owners.  
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          In the 1960s and 1970s, Japanese leftist writers and intellectuals who were familiar with 
the works of Black writers and activists, such as James Baldwin, Richard Wright, and Frantz 
Fanon, supported the American civil rights movement, Black nationalism, and African 
independence movements. Like Black people who combated against white supremacy, Japanese 
Marxists and leftists addressed similar issues, such as U.S. imperialism, the Vietnam War, and 
the U.S.-Japan Security Treaty. Some Japanese writers, including Makoto Oda, Katsu’ichi 
Honda, Shotarō Yasuoka, Ruiko Yoshida, and Sawako Ariyoshi, traveled through the United 
States during this social unrest. And, they viewed African Americans as a powerful symbol of 
American racial inequality.12 The stories narrated by these Japanese writers and media reports on 
racial turmoil in the United States debunked the glamorized image of America represented in 
Japanese textbooks and Hollywood films (Russell, 1998).    
          Marxist antiwar currents had a big impact on the public and led to powerful anti-
government and anti-Vietnam War movements by the 1960s, because Japanese people were 
seriously concerned about issues of a just war and the prospect of using nuclear weapons. The 
popularity of Marxism in post-occupation Japan did not necessarily lead to expanding and 
institutionalizing African American studies. However, more Japanese intellectuals became 
interested in exploring African American struggles. They felt that the Japanese and African 
Americans shared common experiences under Western hegemony (Koshiro, 2003). Ordinary 
Japanese people were also aware of serious racial issues in the United States.   
          Moreover, Japan’s minorities were inspired by Black power and civil rights movements 
and learned from African American experiences. Specifically, Buraku people (the outcast class) 
have been active in addressing different forms of discrimination. The Suiheisha, their 
antidiscrimination organization launched in 1922, ran articles about African American history in 
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their newspaper Suihei Shimbun even before World War II. Later, activists and scholars 
participating in the buraku civil rights movement that peaked in the 1970s explored racial issues 
in the United States and tried to learn from African American fight for freedom and equality. 
(Koshiro, 2003).  
          Into the 1980s, works of African American female writers were translated into Japanese, 
such as Maya Angelou’s I Know Why the Caged Bird Sings (1970) in 1979 and Toni Morrison’s 
The Bluest Eye (1970) in 1981. Their works to a great extent served to inspire feminist 
movement in Japan (Koshiro, 2003). Yet, as Japan gained a foothold as an economic 
superpower, the image of African Americans as revolutionaries faded away, and Blackness was 
decontextualized and depoliticized within Japanese popular discourse by the 1980s. In Japanese 
literature, for example, female writers, such as Eimi Yamada and Shōko Ieda, focused on the 
black body and portrayed Black male sexuality as well as their own.13 These writers, in a sense, 
appropriated and exploited Blackness in order to empower Japanese women (Russell, 1998). 
Impacted by U.S. media and popular culture in which Blackness was domesticated, the images of 
Black people came to be blatantly associated with entertainment, most notably music, sports, and 
sex in postmodern Japan.  
 
Beauty and the Beast: White Imagery in Japan 
          As Ware (2001) rightly argues, “whiteness needs to be understood as an interconnected 
global system, having different inflections and implications depending on where and when it has 
been produced” (p. 185). Indeed, whiteness, i.e., the Western Other, has been an essential 
reference point for Japanese identity. Ever since Japan entered into global geopolitics, the West 
has had a strong impact on Japanese culture and its identity. And, the relationship between Japan 
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and the West has always been quite complex (Darling-Wolf, 2003). Like the concept of the 
Orient has been shaped as the Other in the Western world, Japan has constructed the West as an 
Occidentalist Other since early times (Creighton, 1995). Nevertheless, there is still a very limited 
amount of research on whiteness in Japan (e.g., Creighton, 1995; Darling-Wolf, 2003, 2004; 
Kawashima, 2002; Wagatsuma, 1967). Specifically, the changing meaning of whiteness in 
Japanese contexts has not yet been much examined and documented.      
          As Ware and Back (2002) point out, it would be more accurate to describe whiteness 
studies as “American whiteness studies” (p. 14; emphasis added). Indeed, critical whiteness 
studies has grown in the United States. In other words, the meanings of whiteness have been 
examined by being situated primarily in U.S. contexts. In 1991, David Roediger published the 
groundbreaking book, The Wages of Whiteness: Race and the Making of the American Working 
Class. The field of critical whiteness studies has expanded since the early 1990s, and there have 
been other studies engaging with whiteness across various disciplines (e.g., Allen, 1994, 1997; 
Dyer, 1997; Frankenberg, 1993; Harris, 1993; Ignatiev, 1995; Lipsitz, 1998; McIntosh, 1989). 
Toni Morrison’s Playing in the Dark: Whiteness and the American Literary Imagination (1992) 
has also been considered a key work to the development of critical whiteness studies, as it has 
helped spark many publications from the 1990s onward. In this tradition, whiteness as a social 
construct has been explored from various perspectives. Owen (2007) suggests that there are three 
primary senses of whiteness: social identity (e.g., Frankenberg, 1993; Lipsitz, 1998), property 
(e.g., Harris, 1993; McIntosh, 1989), and representation (e.g., Dyer, 1997; hooks, 1992; 
Morrison, 1992). While acknowledging that these various notions of whiteness overlap and that 
these are inextricably entangled with each other in U.S. contexts, this study focuses on whiteness 
as cultural representation in which racialized meanings are embodied. Rather than interacting 
 50 
with white people in person, Japanese people have much more often consumed the images of 
whites since their first encounter in the sixteenth century. Losing its privilege and dominance to a 
certain degree, whiteness differently operates in Japanese contexts. Therefore, examining 
whiteness as cultural representation would fruitfully illuminate the meanings of whiteness 
constructed in Japanese society and culture.   
          In the mid-sixteenth century, before the Tokugawa government sealed off Japan from the 
world, Japanese people encountered strangers from the West, such as Portuguese and Spanish 
seafarers and clergy, for the first time. These Western strangers were called nanbanjin (southern 
barbarians), linked their arrival from the south (Dower, 1993; Wagatsuma, 1967). They were 
welcomed by many Japanese people, as they brought material and spiritual gifts. At the same 
time, they were believed to practice black magic and witchcraft, because in contrast with 
Japanese purity and sacredness, strangers or outsiders were viewed as ambiguous figures who 
possess not only beneficent but also malevolent powers (Dower, 1993).    
          When Japan, except for a Dutch enclave on the small island of Dejima in Nakgasaki, 
closed itself off to the world in the 1630s and abided by the national isolation policy for over two 
hundred years, other characterizations of Westerners emerged. These strangers from the West, 
specifically the Dutch, were known as kōmō or kōmōjin (red hairs) (Dower, 1993; Wagatsuma, 
1967). They were also called ketō or ketōjin (hairy foreigners) because of the prevalence of 
beards among Western foreigners staying in Japan before the seclusion. These terms associated 
with their hairiness suggested the mark of the animal (Dower, 1993).    
          Written and pictorial representations of Westerners suggest that Japanese people were 
more interested in Westerners’ height, hair color, hairiness, big noses, and eyes than their “whiter” 
skin color (Wagatsuma, 1967). Indeed, in some pictures, both American and Japanese faces are 
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painted with an identical color while the Americans are differentiated by brown hair and beards 
(Smith, 1964). 
          In the Meiji period (1868-1912), the Japanese became intensely curious about the West 
and increasingly conscious about Western power, technology, and economic dominance. Japan 
viewed the white western world as the model to emulate, and its progress and modernization 
were gauged by white western standards. Moreover, although less consciously, whites came to 
be regarded as a standard of feminine beauty (Wagatsuma, 1967; Creighton, 1995).  
          Until the mid-1920s, however, the hair color and texture as well as the eye color of 
Westerners were considered unfavorable in Japan. Japanese people preferred black straight hair 
and black eyes. Curly hair, red hair, and blue eyes, for example, were regarded as animal 
characteristics. Specifically, the hairiness of white men made Japanese people imagine their 
beastly nature (Wagatsuma, 1967). On the other hand, the white skin of Westerners in general 
and of young women in particular was highly admired by the Japanese as early as the mid-
nineteenth century.  
          By the 1920s, Western culture, specifically American culture (read as white, middle-class 
culture), had crept into Japanese everyday life. Japanese people were enthralled by American 
lifestyle and popular culture, including Hollywood films, jazz, advertisements, and baseball, to 
name a few (Yoshimi, 2007). Particularly, European and American films played an important 
role in changing Japanese fashion style and beauty standards.  
          Most notably, the modern girl (modan gāru) epitomizes Western impact on Japanese 
fashion and beauty aesthetics in prewar Japan. Images of the modern girl emerged sometime in 
the early 1920s. The term modan gāru per se was believed to be first used in the article “Modan 
Gāru no Hyōgen: Nihon no Imōto ni Okuru Tegami [The Emergence of the Modern Girl: A 
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Letter to My Sister in Japan]” by Chōgo Kitazawa published in Josei Kaizō [Women’s Reform] 
in 1923 (Satō, 2003).14 The modern girl was “a highly commodified cultural construct crafted by 
journalists who debated her identity during the tumultuous decade of cultural and social change 
following the great earthquake of 1923” (Silverberg, 2006, p. 51). The discourses of the modern 
girl were omnipresent in the media. Although there was not a clear definition, the term modan 
gāru became a buzzword. The modern girl was characterized most often by her Western-style 
clothing and danpatsu (bobbed hair) (Wada, 2011), as the word “modern” was often equated 
with “Western” in Japan.15 In addition, as Wagatsuma (1967) points out, “modern” entailed 
superiority. Japanese women adored movie actresses, such as Clara Bow, Greta Garbo, Gloria 
Swanson, Dorothea Wieck, Sylvia Sidney, and Marlene Dietrich. The modern girl learned 
fashion, makeup, and even love from movies and imitated movie stars. Modern girls had their 
hair cut and discarded kimonos for skirts. Hirabayashi (1929 quoted in Satō, 2003, p. 69) argued 
that “Hollywood, in a sense, controls the world. Even Japan is under Hollywood’s yoke … 
Hollywood has completely changed the Ginza [the hippest district in Tokyo of the time]. 
Without any doubt, the closest relative to the modern girl and modern boy is the cinema.” As 
such, European and American movies became a powerful source of fashion aesthetics and a 
leader of fashionistas in Japan (Tanaka, 1933 quoted in Wada, 2011). Also, according to 
Shunsuke Tsurumi (2001), white-looking mannequins started to appear at department stores in 
Japan in the 1920s. Ultimately, whiteness as a standard of beauty became crystallized in the 
process of modernization, i.e., Westernization, in the 1920s and the early 1930s in Japan.  
          The modern girl was not only fashion-forward but also iconoclastic, although the image of 
the modern girl as iconoclastic was appropriated. As discussion of fashion is necessarily a talk 
about the body, the modern girl was often defined by her corporality (Silverberg, 2006). 
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Rosalind Coward (1985) argues that “women’s bodies, and the messages which clothes can add, 
are the repository of the social definitions of sexuality” (p. 30). Indeed, the Japanese media 
sensationalized the sexual promiscuity of the modern girl by depicting her as decadent, 
hedonistic, and superficial. It was believed that modern girls enjoyed sexual freedom, bombarded 
by love scenes commonplace in Hollywood movies (Satō, 2003). For instance, unfounded 
gossips about their sexual relationships with foreigners were spread via the media, such as books, 
newspapers, and magazines (Satō, 2003; Wada-Marciano, 2008). Moreover, the modern girl was 
identified as a “new working woman” who was independent and economically autonomous. Yet, 
the modern girl was compared with the New Woman who was characterized by a heightened 
awareness of self and of gender distinctions and who was often a member of the well-known 
feminist group, the Bluestocking Society.16 The modern girl was trivialized, depoliticized, and 
eroticized for her “superficial” Western look and lifestyle. She was represented as a transgressor 
across class, gender, cultural, and racial lines. Associated with Westernness/whiteness, the 
modern girl was regarded as a threat to morality and patriarchy society in Japan. As Wada-
Marciano (2008) suggests, the modern girl embodied an invisible, unacknowledged anxiety 
about Japan’s modern transformations in its encounter with the West.      
          After the outbreak of Sino-Japanese war in 1937, Western fads and lifestyle came to be 
viewed as undesirable and suppressed. The Japanese government banned the import of perfume 
and cosmetics as luxury from the West. Getting a perm, which was associated with a Western 
fashion style, was also prohibited as part of the war effort and of the National Spiritual 
Mobilization Movement (Kokumin Seishin Sōdōin Undō) in particular (Wada, 2011). As such, 
the modern girl disappeared from the Japanese cultural landscape during the wartime. Yet, as 
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Yoshimi (2007) argues, the Western/white Other had already become part of “us” the Japanese 
since the 1920s.   
          As John Dower (1993) maintains that World War II was a race war, the Western Allies 
invariably highlighted the “subhuman” nature of their Japanese enemy during the war, imaging 
the Japanese as apes and vermin. Also, with more tempered contempt, seeing the Japanese as 
inherently inferior to whites, the Allies depicted them as primitive, childish, and mentally and 
emotionally deficient. On the other hand, wartime Japan as the “leading race” in Asia imagined 
and portrayed Americans and Europeans as the demonic Other. This stereotype was dominant in 
Japanese propaganda against the enemy, and the Anglo-Americans were both verbally and 
pictorially represented as oni (demons), kichiku (devils), akki and akuma (fiends), and kaibutsu 
(monsters). As the image of the Western enemy as a demonic force was buttressed by concrete 
allegations of Allied atrocities, by the time the war entered the final stages, phrases like kichiku 
Bei-Ei (devilish Americans and English) and Beiki (American devils) came to be widely used, 
and the contrast between the pure Self and the demonic Other was crystallized.  
          In Japanese wartime propaganda, the oni⎯a huge horned creature appearing in Japanese 
folktales since ancient times⎯was the most common form to represent the Anglo-American 
enemy. For instance, the story of Momotarō (the Peach Boy) was worked into the war effort and 
repeatedly appeared in popular media, such as magazines, cartoons, and films, in wartime Japan. 
Also, the story along with illustrations was included in the textbook for elementary language 
instruction published by the Ministry of Education between February 1941 and September 1945. 
In the story, a high-spirited young man, Momotarō, fights against oni who have threatened Japan, 
in order to free its people from the menace. Momotarō: Umi no Shimpei [Momotarō: Divine 
Troops of the Ocean] (1945) is a wartime propaganda film made by Shōchiku, a major film 
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studio, in collaboration with the Ministry of Navy. In this animated film, Momotarō as the great 
commander with his troops battle against the Western adversary and liberate the people of an 
island presumably located in Southeast Asia. The white enemy is depicted in human form. 
However, they have the telltale horn of the devil. As such, in the film, the Western foe 
simultaneously possesses human and inhuman qualities. Also, unlike the completely 
dehumanized images of the Japanese in the U.S. and the British media during the war, Japan’s 
wartime representations of the enemy are more diversified (Dower, 1993). The Americans were 
described not only as “satanic,” “diabolical,” “immoral,” and “uncivilized” but also “luxury-
loving,” “soft,” “vainglorious,” “arrogant,” and “decadent,” to name a few (Meo, p. 111).  
          Furthermore, Yoshimi (2007) points out that Japanese people continued to be fascinated 
by the West, specifically American culture, while chanting the slogan kichiku Bei-Ei during the 
wartime period. As Dower (1993) posits, these Japanese ambiguous attitudes toward the Anglo-
American enemy would be the key to understanding the sudden dissolution of Japanese hatreds 
toward them after the war.           
         In the wake of World War II, for the Japanese, “the significant Western Other” was 
arguably American. And, “American” quintessentially meant “white.” It can be argued that, 
during the U.S. Occupation of Japan, Douglas MacArthur was the most important figure that 
represented the West/whiteness. On August 30, 1945, General Douglas MacArthur landed at 
Atsugi Airport (a.k.a. Naval Air Facility Atsugi) in Japan to accept Japan’s surrender. Until 
dismissal by President Truman in April 1951, MacArthur wielded unchallenged authority in 
Japan as the Supreme Commander for the Allied Powers. At the beginning of the U.S. 
Occupation of Japan, a photo was taken at the first meeting of General MacArthur and Emperor 
Hirohito on September 27, 1945, and this photograph is considered the most famous visual 
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image of the entire occupation period. It served to represent the unequal relationship between 
Japan and the United States and to establish MacArthur’s authority. In this photo, MacArthur and 
Hirohito stand side by side in MacArthur’s quarters. These two figures in the photo have been 
contrasted with each other, and the differences between the two have been often discussed. For 
example, MacArthur was taller and towered over Emperor Hirohito. He was of large build and 
looked more masculine, compared to Hirohito. He was sixty-five years old, whereas the emperor 
was forty-four. MacArthur was in a casual outfit and looked more relaxed than Hirohito 
maintaining upright posture in morning coat. As Yoshimi (2007) posits, these differences 
signified the relationship between the two countries. Japan was viewed as a child, as opposed to 
the United States as an adult. Also, Japan was associated with femininity, compared to the 
masculine America. As such, during the U.S. Occupation of Japan, MacArthur as a white man 
represented “superiority” to the defeated Japan.  
          In addition to some media images of MacArthur circulated at the beginning of the U.S. 
Occupation, the presence of U.S. military bases and everyday-life interactions with GIs provided 
Japanese people with ideas about Westerners, though depictions of the occupation troops were 
prohibited and deleted in the Japanese media under censorship by occupation forces. For instance, 
the panpan⎯prostitutes whose patrons were mainly GIs⎯were omnipresent in the urban 
nightscapes, and their presence served to reinforce the masculine image of the conqueror and to 
feminize the defeated Japan. Dower (1999) argues that “[t]he panpan arm in arm with her GI 
companion, or riding gaily in his jeep, constituted a piercing wound to national pride in general 
and masculine pride in particular” (p.135). Furthermore, American servicemen were often 
viewed as extremely violent. For people living nearby U.S. bases across Japan, the acts of 
physical violence and sexual assault against Japanese people committed by GIs were serious 
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problems, and these problems were finally made public and denounced after the U.S. 
Occupation.17 The image of GIs as violent is certainly a continuum of the devilish image of the 
Western enemy during the war.  
          Moreover, the panpan not only reminded the Japanese of their war defeat and the U.S. 
military presence in postwar Japan but also got attention for their colorful clothing and blatant 
make-up. Panpan girls enjoyed gifts from servicemen, such as chocolates, cigarettes, and nylon 
stockings. Consorted with GIs, the panpan became “the exemplary pioneer materialists and 
consumers of the postwar era” (Dower, 1999, p. 136). These panpan girls’ proximity to 
Americanness/whiteness was simultaneously envied and loathed by the Japanese. Also, GIs 
became famous for distributing chocolates and chewing gum to children. Japanese children 
quickly learned the catch phrase in English “give me chocolate” in order to approach the 
conqueror and obtain food. Indeed, this “spectacle” of GIs taking care of Japanese children 
recalls MacArthur’s remark on the defeated Japan as “a twelve-year-old child” vis-à-vis the 
United States as a fully-grown man.  
          Within Japanese popular media, Blondie, an American comic strip, was published in 
occupied Japan. It was serialized in the magazine Shūkan Asahi [Weekly Asahi] from 1946 to 
1956 and in the newspaper Asahi Shimbun from 1949 to 1951. This comic captured people’s 
imagination about an affluent American family and life. Thus, the wealth of (white) America 
fascinated Japanese people, and they dreamed of American lifestyle.   
          After the end of the U.S. Occupation of Japan, the number of U.S. military bases in 
mainland Japan downsized by 25 percent. By contrast, the number of U.S. bases doubled in 
Okinawa between the late 1950s and the early 1960s (Oguma, 2002). At the same time, 
American-style home appliances, including black-and-white TVs, refrigerators, and washing 
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machines, hit the market and became popular in Japan. This fascination with American products 
and consumer culture made the Japanese more difficult to imagine America as threatening (Duus 
and Hasegawa, 2011). As a result, as Yoshimi (2007) argues, the image of America has split into 
two. One is America as violence, which is associated with U.S. military bases across Japan. The 
other is America as a commodity, which is represented in the media, fantasized about, and 
consumed by the Japanese. Since then, this commodified America has come to overshadow the 
image of America signifying violence, Japan’s war defeat, and the occupation. And, the image of 
“affluent” America associated with Hollywood movies, fashion, and food mesmerized Japanese 
people in the postwar context.  
          In the late 1950s and the 1960s, a lot of American television dramas were aired, and 
images of American family values and lifestyle were further disseminated in Japan via sitcoms, 
including, but not limited to, I Love Lucy (1957), Lassie (1957), Father Knows Best (1958), The 
Donna Reed Show (1959), My Three Sons (1961), and Bewitched (1966).18  
          In Japanese fashion scene, inspired by stars in European and American films, cine-mode 
(cinema fashion) became a trend in the 1950s (Jō and Watanabe, 2007). Audrey Hepburn became 
a beauty and fashion icon as a result of the huge hits of the films Roman Holiday (1953) and 
Sabrina (1954) both premiered in 1954 in Japan. Japanese women copied the Hepburn pixie cut 
(Heppubān katto). Hepburn’s signature capri pants (Saburina pantsu) also became popular with 
Japanese girls and women. In the 1960s, Twiggy became a new fashion icon in Japan. She 
visited Japan in 1966, and her visit sparked the mini skirt boom among Japanese young women.   
          As such, in post-World War II Japan, Japanese people were bombarded with images of 
whiteness imported from the West, most notably the United States. As Wagatsuma (1967) 
observes, under this powerful impact of U.S. media and visual culture, Western facial structure 
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as well as hair color and texture came to be idealized, and this brought Japanese sense of 
physical and beauty aesthetics ever closer to that of whites.    
          Indeed, white beauty has been glamourized and commodified in Japanese popular media 
and culture to this day. Several scholars point out that white models are omnipresent in the 
Japanese media today (Creighton, 1995; Darling-Wolf, 2000; Maynard, 1999). Creighton (1995) 
goes further to say that the advertisements featuring white models are not particularly eye-
catching in Japan because of a large number of representations of whites in the media. She 
maintains that Japanese craze for American movies and television shows in the early postwar 
period created the feeling that representations of whites in the media were “natural.” Furthermore, 
Fujimoto (2001) points out that there has been a strong influence of U.S. racial discourse and 
ideology on the “distorted” representations of white people in the media, and this makes 
whiteness unmarked in Japanese media and culture, as it is in the United States. 
          On the other hand, the white Other has been marked as a moral threat. During World War 
II and the U.S. Occupation of Japan, white Westerners were ostensibly an enemy and a threat. 
Whites were demonized and feared by the Japanese. Later, in postwar Japan, white people have 
been more subtly otherized. Western culture is considered the embodiment of egoism and 
individualism that contravene important Japanese values. Even white sexuality can be seen as a 
manifestation of individual self-indulgence and sensuality (Creighton, 1995). Creighton (1995) 
argues that “[t]he cultural denial of egoism and individualism in Japan makes the West attractive 
precisely because of these traits, yet also marks the West as a primary threat to ‘Japaneseness’” 
(p. 144).  
          Creighton (1995) observes that visual images of white people are sometimes utilized to 
break social conventions. For instance, although nude depictions of whites for daily products and 
 60 
ordinary businesses are commonly used, nude depictions of Japanese for these products and 
businesses are unusual. Nudity using white models in advertisements is likely to be accepted by 
the Japanese, because the Japanese feel that it is not “realistic.” This suggests that the Japanese 
view whites as the Other. Hence, they can gaze at a white body, which is simply a spectacle, 
while maintaining their moral values. Because whites are the Other and nude depictions of 
whites are not realistic for Japanese people, white nudity is not seen as erotic to the eye of the 
Japanese. Sexualized representations of white Westerners in the Japanese media serve to shape 
Japanese identity by portraying “visual quotations of what Japan and Japanese are not.” In other 
words, these representations help reinforce the otherness of white people as well as reaffirm the 
homogeneous unity and uniqueness upon which Japaneseness is based (Creighton, 1995, p. 136).  
          As such, the relationship between Japan and the West has been changing since their first 
contact, and the meanings of whiteness has been relentlessly made and remade. Whereas 
Westerners were associated with the animal because of their hairiness in the seventeenth century 
and were demonized as devils in the wartime period, whiteness came to signify beauty and 
lifestyle in postwar Japan. Yet, what has remained unchanged is that the Japanese are always 
fascinated by whiteness⎯difference and otherness⎯, be it an enemy or a model to emulate. 
Ultimately, gazing at the white Other, Japanese people have defined and redefined Japanese 







Mixed Race in Japan 
Issues of Miscegenation and Mixed Race Children in Postwar Japan 
 
Many years into my growing up, I thought I had understood the awkward piquancy of 
biracial children with the formulation, they are nothing if not the embodiment of sex 
itself; now, I modify it to, the biracial offspring of war are at once more offensive and 
intriguing because they bear the imprint of sex as domination ⎯ Norma Field19  
 
          Immediately after the U.S. Occupation of Japan, the presence of racially mixed occupation 
babies in Japan was problematized in the media and became widely recognized in society. Yet, 
unsurprisingly, mixed race Japanese have existed in Japan since Japanese people first 
encountered European missionaries and traders. Gary Leupp (2003) explains that even during the 
period of Japan’s isolation from other countries (1639-1853), there were intimate interracial 
relationships, and “the circumstances surrounding European men’s relations with Japanese 
women and their children evolved significantly. In all, we can characterize the Japanese attitude 
towards such children as tolerant and compassionate” (p. 208). Leupp (2003) argues that “half-
European” children were fully accepted in Japanese society from the sixteenth through 
nineteenth centuries. Moreover, Fish (2009) posits that mixed race Japanese were relatively well 
accepted in prewar and wartime Japan, because the mixed race population was not numerically 
significant and because many of these mixed race people were the children of socially well-
regarded and financially well-off parents, such as missionaries, scholars, teachers, and successful 
business people. A good example of those racially mixed Japanese people born in the prewar 
period would be Isamu Noguchi (1904-1988). Born to a Japanese father⎯a poet and professor of 
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Keio University, Yone Noguchi⎯and an Irish American mother⎯a writer and editor, Léonie 
Gilmour, Noguchi became a globally known artist and landscape architect. Given the small 
population size and their socio-economic status, the mixed race population was not considered a 
threat to Japanese identity and culture during the prewar and the wartime periods.              
         During and after the U.S. Occupation of Japan, a significant number of mixed race 
Japanese children were born. Since the Japanese government never officially identified mixed 
race individuals as a specific racial or social subgroup within Japanese society, there is no way to 
know accurately the total number of mixed race citizens that existed during and even after the 
U.S. Occupation. This lack of statistics may account for the wide-ranging estimate of ten to sixty 
thousand (Burkhardt, 1983).  
          When a mixed race baby was born ten months after the first U.S. troops arrived in Japan, a 
Japanese radio announcer glorified the story by metaphorically describing the child as “Japan’s 
first handshake with the United States since the end of World War II” and “a symbol of love 
connecting both sides of the Pacific (Sawada, 1991, p.155). The announcer also called the baby 
“the first Occupation present.” In response, the Supreme Commander for the Allied Powers 
(SCAP) fired him for condoning fraternization. The SCAP deemed the announcer’s words a 
sardonic comment that mocked the U.S. military presence in Japan (Kalischer, 1952, p. 15). 
Thereafter, the presence of mixed-race children became a taboo subject avoided by both the 
Japanese government and the SCAP (Kanō, 2007; Koshiro, 1999). 
          Interracial marriage and mixed race children remained a forbidden topic both in Japan and 
in the United States. Both countries regarded interracial marriage as a social evil, a danger to 
public health, safety, ethics, and welfare in general (Koshiro, 1999). In this regard, the perceived 
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negative social cast associated with mixed race children helped eventually to rationalize the 
larger opposition to interracial marriage.  
        U.S. laws ultimately contributed to the proliferation of abandoned mixed race babies in 
Japan. By 1950, fifteen states had applied antimiscegenation statutes to Asians. These fifteen 
states included Wyoming, South Dakota, Georgia, Idaho, Maryland, Missouri, Nebraska, 
Virginia, Arizona, California, Mississippi, Montana, Nevada, Oregon, and Utah. In addition to 
these antimiscegenation statutes specifically targeting Asians, the Immigration Act of 1924 
hindered GIs from bringing their Japanese wives and mixed race children to the United States. 
Under this act, Japanese women and their “half-Japanese” children were defined as aliens 
ineligible for U.S. citizenship. Since the U.S. Supreme Court defined the Japanese as “nonwhite” 
in the case of Takao Ozawa v. United States in 1922, the Japanese were excluded from U.S. 
citizenship until the amendment to the naturalization law in 1952. The McCarran-Walter Act was 
passed in 1952, allowing servicemen to register their marriages legally with the Japanese 
authorities and return with their wives to the United States (Graham, 1954). However, unofficial 
pressure on those couples was enormous. Chaplains almost always counseled against interracial 
marriage, and, unofficially but effectively, unit commanders were able to prevent the marriage, 
change the soldier's assignment, transfer him, or deny him a promotion or leave opportunity 
(Burkhardt, 1983; Kim, 1977). These were very serious issues, and, indeed, the popular film 
Sayonara (1957) based on the same-titled novel by James Michener addresses problems related 
to U.S. anti-Asian immigration policies and laws, and highlights the SCAP’s unofficial pressure 
on Japanese women and American GI couples not to date, marry, cohabit, have children, or 
move to the United States as a family. These U.S. policies had the effect of increasing the 
number of illegitimate American-Japanese mixed race children. Moreover, before passage of the 
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Refugee Relief Act in 1953, it was very difficult for both military and civilian families to adopt 
children in Japan and return with their children to the United States (Kalischer, 1952).    
         As a result, many of these mixed race children were abandoned by their American fathers 
and remained in Japan. Racial attitudes based on the myth of Japanese homogeneity as well as 
Japanese nationality law predicated on patriarchal family systems served to shape the perception 
of mixed race children as “non-Japanese” (Murphy-Shigematsu, 2001). Illegitimacy, the father’s 
absence, the perceived immorality of the mother, and the mother’s lower socioeconomic status 
produced widespread social discrimination against both mixed race children and their mothers 
(Burkhardt, 1983). In Japan at that time very few orphanages housed such children. For instance, 
Our Lady of Lourdes Home in Yokohama had 130 children by mid 1948. The Elizabeth 
Saunders Home was established on January 31, 1948 by Mitsubishi heiress Miki Sawada 
(Koshiro, 1999).20  
         The initial stance of the U.S. government with regard to mixed race children in Japan was 
to encourage their assimilation into Japanese society. By contrast, the Japanese government’s 
hope was that the United States would support American adoption of racially mixed children and 
that American families would raise them as U.S. citizens.   
          Upon learning of the existence of “half-Americans,” the United States became more 
seriously concerned about a possible public relations problem that might lead to broader anti-
Americanism. It abandoned its original position of encouraging assimilation of these children 
into Japanese society, and launched a massive adoption effort to bring mixed race children in 
Japan to the United States. However, the plan never got off the ground in a significant way, 
because the anti-Asian immigration policy hindered the entry of these children, and because U.S. 
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families were more apt to adopt European war orphans than “half-Japanese” children (Koshiro, 
1999).  
          There were some other ideas about seeking aid from the United States, such as asking for 
private child support from the fathers and demanding child-support payments from the U.S. 
government. However, these ideas were not realized as well, because the Japanese government 
did not intend to deal with their own issues regarding mixed race children fathered by Japanese 
servicemen across the former Japanese Empire, and, therefore, this stance to their own issues 
clearly contradicted the demand for U.S. support for racially mixed children in Japan. In 
addition, Japan’s position vis-à-vis the United States was not strong enough to make demands on 
the U.S. government in the wake of the U.S. Occupation (Fish, 2009). As a result, a number of 
fatherless American-Japanese mixed race children remained stranded in Japan where they had to 
contend with racism and discrimination as well as poverty.  
          Whereas their parents were held in contempt, mixed race children were rather viewed as 
pity in post-occupation Japan.21 Due to their racial, social, and economic backgrounds, there 
were serious concerns about the ability of mixed race children to function in society. While some 
people expressed the rejection of racially mixed children and their parents, the official stance of 
the government and the broader public was to provide mixed race children with support. Heated 
debate about mixed race children was sparked in 1952, when the policy on schooling of these 
children was decided and the first wave of multiracial Japanese children entered elementary 
school. Based on the perceived lower mental capacity of racially mixed children, some experts 
argued that these children required segregated education. Miki Sawada of the Elizabeth Saunders 
Home also supported the segregation policy, reasoning that mixed race children need to be 
protected from the hostile society in order to develop a positive identity of themselves at the right 
 66 
time (Sawada, 1953). In contrast, the Japanese government supported integrated schooling, and, 
on November 25, 1952, the Ministry of Education eventually issued a policy of integrated public 
education for mixed race Japanese children (Fish, 2009; Koshiro, 1999).   
          By 1953, the Japanese government had developed a policy aimed at treating mixed race 
children as Japanese by advancing the integrated education program, offering special measures 
to aid in possible troubles in school, and providing special care and attention to deal with racism 
(Fish, 2009). Nevertheless, Japan’s integration policy about mixed race children was not simply 
a humanitarian effort but a political tactic as well. As Fish (2009) points out, it was unlikely 
coincidental that the policy was adopted exactly when Japan was trying to increase its presence 
in the international community and to join the United Nations. Equality and human rights for all 
people were espoused as the ideals of modern nations, but most nations were not successful in 
upholding these in law and practice.  
          Though Japanese people viewed racially mixed children as “different,” they tried not to 
see it by emphasizing and focusing on their “Japaneseness” (Fish, 2009). An attempt to 
assimilate mixed race children as Japanese into “homogeneous” Japanese society would not have 
helped them, because assimilationism operates principally through its tendency toward the denial 
and suppression of Otherness based on a hierarchical relation of differences. In other words, 
assimilation means the denial of difference, and, therefore, the subjection of the mixed race 
people to the rational processes of state harmony. Indeed, despite the increase of racially mixed 
people⎯a “visual” minority, the myth of Japanese homogeneity became prevalent after World 
War II, because this self-identity of Japan as a peaceful island nation without outsiders attracted 
Japanese people who were tired and lost their confidence after its defeat in the war (Oguma, 
1995). Japan’s integration policy on mixed race children ignored differences and diversity, and, 
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therefore, it helped to shape the image of Japan as a peaceful homogeneous nation. Ultimately, it 
replaced the prewar militaristic nation with a new image of Japan advancing human rights and 
freedom. The economic and political position of postwar Japan on the international stage to a 
large extent impacted the position of mixed race occupation babies in particular and mixed race 
Japanese in general in the postwar Japanese society.  
 
Mixed Blood: Ainoko, Konketsuji, and Hāfu 
          Due to their conspicuous facial and physical features, mixed race people have been labeled 
in various ways as their images and stereotypes change in Japanese society. During the U.S. 
Occupation of Japan, American-Japanese mixed race children were usually referred to as ainoko. 
The literal meaning of the word is “(a) child(ren) of mixture.” The term is considered derogatory, 
because it implies negative images, such as illegitimacy, poverty, racial impurity, prejudice, and 
discrimination (Murphy-Shigematsu, 2001). 
         Since the early 1950s, American-Japanese mixed race children came to be called 
konketsuji, which literally means “mixed-blood child or children” (Murphy-Shigematsu, 2001). 
Unlike ainoko, konketsuji was not considered a derogatory term and widely used in the news 
media. However, it still had a negative patina, since race mixing was not generally accepted in 
society. In the immediate post-occupation years, the phrase “konketsuji mondai” (the problems of 
mixed-blood children) was often used and prevalent in the Japanese media. They were regarded 
as “problems” because of their perceived impurity and questionable belongings (Gist and 
Dworkin, 1972).  
         The experiences of many “half-Japanese and half-American” children were extremely 
painful. In the Saturday Evening Post, an article reported that “[m]others of what the Japanese 
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call ‘half-half’ babies usually attempt to hide the child’s paternity or kill or abandon it because of 
the stigma attached to occupation motherhood” (Berrigan, 1948). This article reveals the harsh 
reality of racially mixed babies and their mothers in the immediate postwar years in Japan. Also, 
mixed race children as konketsuji had difficult lives in post-occupation Japan. They were 
overrepresented in single-parent families, often dropped out of school, and faced complicated 
identity issues because of racism, classism, and abandonment (Wagatsuma, 1967).  
         As such, racially mixed occupation babies as konketsuji were the targets of considerable 
prejudice and discrimination in Japanese society. Regardless of their color, they were out of 
place. “Feeling that they are Japanese—or, more correctly, that they want to be Japanese—but 
treated as gaijin (foreigners) by others, many young Konketsuji become outsiders, marginal to 
the normal world of social reality around them” (Burkhardt, 1983, p. 527).  Black-Japanese 
mixed race children had more difficulties living in Japan, compared to their white-Japanese 
counterparts. For instance, despite the fact that Black konketsuji often tried harder to become 
“true” Japanese, they encountered greater social rejection than white konketsuji (Burkhardt, 
1983). Also, as pointed out in several articles featured in major U.S. media outlets (e.g., 
Thompson, 1967; Trumbull, 1967), the belief that the mothers of “half-Black” children were 
prostitutes was widespread. Although human pain cannot be compared, in terms of the 
experience of social ostracism and marginalization, Black-Japanese mixed race people had even 
more difficult lives than those of white and Japanese mixed heritage in postwar Japan.  
          On the one hand, the less fortunate racially mixed Japanese were associated with the term 
“konketsuji mondai,” which recalls the U.S. military’s presence in Japan. On the other hand, 
some more fortunate mixed race people got into show business and created a “konketsuji boom” 
in the 1960s. Yet, Murphy-Shigematsu (2001) argues that the Japanese fascination with 
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konketsuji was attached to their erotic and exotic images. And, the fascination and admiration for 
mixed race entertainers were inseparable from feelings of repulsion. In other words, konketsuji 
continued to be objectified and separated from the mainstream population (Lebra, 1976).  
         Due to the popularity of mixed race entertainers, eventually, a new label to describe 
racially mixed people⎯hāfu⎯emerged when Japan experienced high economic growth in the 
1970s. The term “hāfu” derives from the English word “half.” This neologism derived from the 
English word helped to avoid the use of emotionally-charged Japanese terms, such as ainoko and 
konketusji, linked with painful memories of the war and the occupation (Murphy-Shigematsu, 
2001). Thus, unlike ainoko and konketsuji, hāfu is usually considered a neutral term, although it 
is sometimes criticized, because “half,” as opposed to a “whole,” alludes to lack. Also, hāfu was 
used in order to attach a stylish label to multiracial Japanese people who look phenotypically 
white. Although the term hāfu can be found in a Japanese literary work published in the 1930s 
(Okamura, 2013), since the 1970s, it has become the most commonly used term to describe 
certain mixed race people who are considered phenotypically white as well as American-
Japanese mixed race people. Unlike the other labels, hāfu is not associated with the images of the 
military, poverty, and fatherless, in part because the number of mixed race children in these 
kinds of environment dramatically dropped in the late 1970s and 1980s (Murphy-Shigematsu, 
2001).  
         Indeed, hāfu commonly entails a favorable image of a stylish, foreign-looking (read as 
“white”-looking) Japanese individual who is fluent in the English language. Murphy-Shigematsu 
(2001) contends that this particular image of hāfu is based on their physical features and suggests 
that “the ‘White’ Haafu is perhaps the ideal physical type in the minds of the Japanese majority: 
long legs and ‘hakujin’ (White) features, but sufficiently Japanese to be familiar and 
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comfortable” (p. 212). Given that whiteness/Westernness has been viewed as a standard of 
beauty in Japan since the 1920s and that Japanese people, specifically women, have idealized 
white beauty to this day, it is no surprise that the Japanese view white-looking multiracial 
Japanese as the ideal of beauty. Indeed, Okamura (2013) suggests that the term hāfu has been 
most often used to describe racially mixed Japanese women in a positive light. Ultimately, as the 
different labels emerged, the images and stereotypes of mixed race people shifted considerably 
from the 1950s to the 1970s.  
          The term hāfu has continued to be used most frequently to represent racially mixed people 
in Japan today. And, it has recently come to encompass more diverse mixed race population 
from different backgrounds. In reality, a lot of mixed race Japanese people have begun to call 
themselves hāfu and articulate their multidimensional identities. For example, a few mixed race 
stars organize a group, “Hāfu Kai” (Team Half). Multiracial stars who identify themselves as 
hāfu get together on a monthly basis and share their experiences. Hāfu Kai indeed includes 
various kinds of mixed race Japanese from those who overlap the “traditional” image of hāfu 
(e.g., Becky, Chiaki Horan, Harry Sugiyama, Joy, Shelly, etc.) to those who are “monolingual,” 
“monocultural,” and/or “non-white” (e.g., Antony, Eiji Wentz, etc.). Arguably, the meaning of 
hāfu has been broaden and become more inclusive. Nevertheless, mixed race Japanese people are 
still viewed as “the Other” in society, be they stigmatized, exoticized, or idealized. This makes it 
difficult for mixed race people to be treated as individuals or as ordinary Japanese (Murphy-
Shigematsu, 2001). Thus, mixed race Japanese people have been regarded as outsiders or even as 




























          In Part Two, drawing on semiotics, photographic images of mixed race stars represented in 
the Nakayoshi and the Ribon magazines are examined. In these girls’ comic magazines, two 
white-Japanese mixed race girl stars⎯Haruko Wanibuchi and Emily Takami⎯gained much 
popularity in the 1950s and 1960s. Haruko Wanibuch was frequently featured in Nakayoshi and 
Ribon from 1955 into the 1960s. And, Emily Takami virtually took over Wanibuchi’s position as 
an iconic idol in these girls’ magazines in the early 1960s. Photographic images of these two 
mixed race stars appeared mainly in double-page color spreads. In addition, they were sometimes 
featured in cover stories in the girls’ magazines.  
          In Chapter 2, representations of Haruko Wanibuchi is explored with a close look at the 
ways in which her Japaneseness and her whiteness/Europeanness are emphasized or suppressed 
from one situation to another in Nakayoshi and Ribon. Chapter 2 offers insight into the ways that 
the representations of the mixed race girl star function to dissociate her image from negative 
images associated with multiracial occupation babies and to overshadow the presence of these 
mixed race people in Japan.  
          Chapter 3 illuminates the ways in which Emily Takami’s whiteness was foregrounded, 
fetishized, and commodified in Japanese consumer culture by analyzing photographic images of 
Takami in the two girls’ comic magazines. This chapter argues that whiteness came to be seen as 
a symbol of an affluent lifestyle coming out of American consumerism in the context of rapid 
economic growth in postwar Japan. In Nakayoshi and Ribon, Takami’s whiteness is linked with 
such an affluent, Western lifestyle and served to downplay the image of the West as the former 
enemy and to separate this white-Japanese mixed race girl star from the images of racially mixed 
occupation babies, who serve as a reminder of Japan’s traumatic experiences of World War II 
and the U.S. Occupation of Japan.      
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          Semiotic approaches to commercial photography, including advertising and editorial 
photography, have been criticized for their lack of providing contexts in which the image was 
produced. Don Slater (1983) points out that, in semiotic analyses of advertising (e.g., Barthes, 
1972; Williamson, 1978), “the relations and practices within which discourses are formed and 
operated” are often taken for granted (p. 258). Taking this into consideration, in order to 
contextualize representations of the two mixed race stars in Nakayoshi and Ribon, the following 
section historically explores the representation of mixed race stars in Japanese popular media and 
provides insight into the ways in which multiracial stars have been accepted and consumed in the 
Japanese cultural landscape.        
 
It’s an “Almost White” World: Mixed Race Stars in Japanese Popular Media 
          “Is that woman mixed-blood or purely white?” (Tanizaki, 1982, p. 68).22 Gwendolyn 
Meyer has big black eyes, long eyelashes, brown curly hair with a tinge of red, a high-bridged 
nose, straight teeth, and fine-textured white skin which looks neither Western nor Eastern. She is 
the mixed race Japanese actress in Junichiro Tanizaki’s novel Nikukai [A Lump of Flesh] (1923). 
In prewar Japan, as mixed race Japanese as well as interracial intimacy already existed, 
multiracial Japanese people were depicted in the media.    
          Like Gwendolyn in Nikukai, racially ambiguous female characters repeatedly appear in 
Tanizaki’s works. In Tade Kuu Mushi [Some Prefer Nettles] (1929), Louise, a prostitute, claims 
that she is Polish and Turkish. Yet, the male protagonist Kaname later finds out that she is of 
Russian and Korean heritage. Louise’s transparent lies, in fact, seduce Kaname, and her 
“impurity” makes her more attractive than purely white European women (Shamoon, 2012). 
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Kaname eroticizes and exoticizes Louise’s racial ambiguity, and this manifests his mixed racial 
fetishism.  
          In another Tanizaki’s work, Chijin no Ai [A Fool’s Love] (1924),23 Naomi, a modern girl, 
is actually monoracial Japanese; however, “everyone says that she looks like ainoko [mixed-
blood child]” (Tanizaki, 1958, p. 10).24 In it, similar to Kaname in Tade Kuu Mushi, the 
protagonist Jōji is seduced by Naomi’s racial ambiguity and sexual promiscuity. Jōji first gets 
interested in her because of her name “Naomi,” which sounds like a Western name. Also, he tells 
Naomi that she looks like the Hollywood actress Mary Pickford. Jōji exalts her physique as 
somewhat Western. Indeed, Tanizaki’s fiction includes references to various Hollywood 
actresses, such as Gloria Swanson, Pola Negri, Bebe Daniels, Geraldine Farrar, and Annette 
Kellerman. As the modern girl idealized Western culture and copied movie stars in 1920s and 
1930s Japan, Tanizaki’s racially ambiguous female characters are, as Shamoon (2012) posits, 
based heavily on Hollywood images of seductive, powerful women. These Hollywood role 
models were usually vamps who are racially mixed and possess seductive powers. As the title 
Chijin no Ai is, in fact, the Japanese translation of the title of the American film A Fool There 
Was (1915) in which Theda Bara plays a classic vamp, the vamp narrative served to construct 
Naomi’s character in the novel. As such, racial impurity is linked to sexuality in Tanizaki’s 
novels. His works offer a glimpse of Japanese dual obsessions with race and sexuality by 
representing racially ambiguous women (with a drop of white blood) as dangerously attractive 
(Shamoon, 2012). Like modern girls who were viewed not only as beauty but also as a threat to 
Japanese men’s masculinity and the nation because of their Westerness, mixed race women 
embodied an anxiety about and fascination with Japan’s encounter with the West in the context 
of modernization in the 1920s and 1930s.          
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          In addition to literary works like Tanizaki’s fictions, as early as the 1930s, mixed race 
people starred in Japanese films made by leading directors of the time. Yukiko Inoue, a Dutch-
Japanese mixed race actress, appears in Japan’s first talkie Madamu to Nyōbo [The Neighbor’s 
Wife and Mine] (1931) by Heinosuke Gosho. In 1931, she was also selected as the heroine of 
Bijin Aishū [Beauty’s Sorrows] directed by Yasujirō Ozu. She appeared again in Ozu’s film, 
Haru wa Gofujin Kara [Spring Comes from the Ladies] (1932). Ozu, indeed, worked quite often 
with mixed race actors in the 1930s. Ureo Egawa, a German-Japanese mixed race actor, was 
another favorite of Ozu. Egawa plays the main character Tetsuo Horino in Seishun no Yume Ima 
Izuko [Where Now Are the Dreams of Youths?] (1932). He also stars in Tokyo no Onna [Woman 
of Tokyo] (1933). In these two films, Egawa plays “Japanese” young men with Japanese names, 
and his mixed raciality is ignored in the plot. As for the films in which Yukiko Inoue appeared, 
prints and negatives are not extant. Therefore, whether her characters in these films are 
multiracial is unknown. However, as the title Bijin Aishū (or Beauty’s Sorrows in English) 
suggests, it is clear that she is represented as a beautiful woman in the film.      
          Inoue and Egawa also appeared in several films created by other directors. For example, 
they starred together in Hiroshi Shimizu’s 1933 Minato no Nihon Musume [Japanese Girls at the 
Harbor]. The film sets in the modernizing port town of Yokohama. Inoue and Egawa play the 
characters with Western-sounding names, Dora and Henry, respectively. These characters speak 
Japanese, but the film provides no other clues to their racial identities. Therefore, their racial 
backgrounds are unclear and do not directly relate to the plot. In the film, these mixed race actors 
rather serve to create the cosmopolitan atmosphere in Yokohama and to represent idealized 
beauty and aesthetics imported originally from Hollywood. It is however worth pointing out that, 
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by coupling the racially mixed man and woman, the film ingeniously avoids the representation of 
interracial intimacy and marriage that can evoke anxieties about miscegenation.   
           In these films produced in the 1930s, white-Japanese mixed race actors seem to be cast 
(and exploited) for the “cosmetic” impact. Their multiraciality is neither explored nor linked to 
the story lines. Also, these mixed race actors are not overtly sexualized either in the films 
discussed above. Instead, as the modern girl glorified whiteness and Western culture in the 1920s 
and 1930s, white-Japanese mixed people who were presumably closer to the West were 
imagined, commodified, and consumed as a symbol of cosmopolitanism and of beauty in prewar 
Japan.  
          During the U.S. Occupation of Japan, censorship was conducted in Japan. There were long 
checklists for taboo subjects. Any discussions of race and racism in the Japanese media were 
carefully reviewed (Koshiro, 1999), and, of course, censorship prohibited depictions of 
interracial intimacy and of mixed race children (Dower, 1999).  
          After the U.S. Occupation, mixed race stars reemerged in Japanese popular media, while 
mixed race children⎯konketsuji⎯were represented as the products of the occupation in news 
media.25 Most importantly, debuting as an actress at the age of seven in the film Hahakozuru 
[Mother and Child Cranes] (1952) immediately after the end of the U.S. Occupation in April 
1952, Haruko Wanibuchi, an Austrian-Japanese mixed race actress, became popular as a girl star. 
In the 1950s and 1960s, she was frequently featured in Japanese girls’ magazines, including 
Nakayoshi and Ribon, as well as in films and television dramas.   
          There was another emerging mixed race star in the wake of the U.S. Occupation⎯the 
Danish-Japanese actor Masumi Okada. His brother E. H. Eric first got into show biz, and Okada 
followed him. Okada was trained as an actor at Tōhō Engeki Kenkyūjyo (Tōhō Acting School). 
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And, then, he signed with a major film studio, Nikkatsu, and debuted in the film Hatsukoi 
Kanariya Musume [The Canary] (1955). Okada was soon cast in blockbuster films. Taiyō no 
Kisetsu [Season of the Sun] (1956) is based on Shintarō Ishihara’s bestselling novel with the 
same title. In this film, Okada was cast as a bandmaster at a dance hall. It is a small role, and no 
name is given to the character. Therefore, the character’s racial background remains ambiguous 
in the film. But, due to his height (about six feet tall) and his Western facial features, he stands 
out in the film, and it is not difficult for the spectators to assume his multiracial heritage. Derived 
from the title Taiyō no Kisetsu, taiyōzoku (sun tribe) came to be used to describe rebellious youth 
and their hip fashion style, which is characterized by aloha shirts, short pants, sunglasses, and 
Shintarō gari (Shintarō cut). The term then became the buzzword of the day. The huge success of 
the film introduced Okada to a wider audience. Also, in Kurutta Kajitsu [Crazed Fruit] (1956), 
another blockbuster film in the 1950s, Okada played an important supporting character⎯a cool 
American-Japanese mixed race young man from a wealthy family. These blockbuster films 
propelled his career, and Okada expanded his playing field into television. 
          The number of mixed race stars had been growing into the 1960s. Jerry Fujio who is of 
British and Japanese heritage worked as a bando bōi (roadie) on U.S. military bases in Japan and 
then debuted as a singer at the Nichigeki Western Carnival in 1958 (Music Office Goda, 2011). 
Similarly, after gaining experience performing on military bases, the British-Japanese mixed race 
singer Mickey Curtis made his debut at the Carnival in 1958 as well. In the film Kekkon no 
Subete [All About Marriage] (1958), Curtis also made his screen debut (Watanabe Entertainment, 
2016). Another well-known multiracial singer is Ai George. The Filipino-Japanese mixed race 
singer signed to the major record label Teichiku in 1959 after strolling nightlife districts. 
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          Ako Midorikawa (Spanish-Japanese) and Michi Aoyama (Black-Japanese) were most 
popular multiracial singers who made their debut in the 1960s, contributing greatly to the 
konketsuji boom. It is worth noting that Aoyama was one of a very few Black-Japanese mixed 
race people successful in show business in postwar Japan. She was also open about the fact that 
her father was an African American serviceman. In contrast with Aoyama, many mixed race 
entertainers did not disclose or were intentionally unclear about their family backgrounds due to 
the stigma associated with occupation babies. 
          Furthermore, during the konketsuji boom, many mixed race Japanese stars appeared as 
models in advertising. Mixed race models also came to appear in magazines. In the 1960s, Miki 
Irie (Russian-Japanese) appeared in advertising for a cosmetic product, Pias Color. The 
advertising blurb is “ainoko no miryoku” (the charm of mixed race). As stated previously, the 
word ainoko literary means “a child of mixture” and is usually considered pejorative. However, 
clearly, “ainoko” does not entail a negative connotation in this particular context. Rather, it is 
linked to ideal beauty and to the image of the “beautiful” multiracial model whom the consumer 
should imitate by using the cosmetic product. In other words, Irie’s multiraciality is 
foregrounded and commodified in the advertisement.  
          Between 1964 and 1966, Lisa Takami (Australian-Japanese) was used in television 
advertising for the eye-drops V Rohto (Rohto Pharmaceutical, 2016). In 1966, Bibari (Beverly) 
Maeda who has American and Japanese heritage was featured in Shiseidō’s big advertising 
campaign for the cosmetic products Sun Oil and Sun Screen. In 1967, with Maeda, the 
American-Japanese mixed race male model/actor Jirō Dan appeared in Shiseidō’s television 
advertising for Beauty Cake. Dan was then used in Shiseidō’s advertising for the men’s cosmetic 
product MG5 in 1968. Masao Kusakari who is also of American-Japanese mixed race ancestry 
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made his debut in 1970, paired with Dan in the advertising campaign for MG5. In fact, these 
multiracial models used in Shiseidō’s advertisements are all so-called “GI babies” of white-
Japanese mixed race heritage. In the late 1960s, GI babies became late teens and started to 
appear in Japanese popular media.      
          As such, during the 1960s, the image of racially mixed people as ideal beauty had 
cemented in Japanese media culture. Yet, as mixed race stars, specifically models, were 
predominantly white-Japanese, the image was associated exclusively with whiteness. Arguably, 
their whiteness offered white-Japanese mixed race stars more opportunities and privilege, 
compared to mixed race Japanese with “dark skin.” Also, because Japanese people were already 
familiar with the representation of white people in the media imported from the United States 
and Europe in post-occupation Japan, the whiteness of mixed race stars to a great extent made 
their Otherness invisible and helped them get accepted in Japanese media culture even in the 
early postwar years.  
          Ultimately, the representation of racially mixed stars specifically during the konketsuji 
boom contributed to shape the concept of hāfu⎯a stylish label for mixed race Japanese, which 
emerged sometime in the early 1970s. Since then, the term hāfu has been most often used to 
describe multiracial stars particularly and mixed race Japanese people generally. It has served to 
construct favorable images of multiraciality associated with whiteness, chicness, and cross-
cultural competency.   
 
Reading Photography 
          In order to explore representations of the mixed race stars⎯Haruko Wanibuchi and Emily 
Takami, this study focuses specifically on their photographic images printed in the Nakayoshi 
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and Ribon magazines. Since its introduction in the late 1830s, photography has become part of 
everyday life and served as an authoritative means of developing knowledge, thought, and 
sensibility. From a realist perspective, photographs have occupied a privileged position due to 
their perceived special characteristic that enables to carry their own referents, that is, the 
represented objects, within the picture (Bate, 2009). Realism sees a similarity between a 
photograph and an object and believes that the photograph proves that the object once existed in 
reality. Hence, for realists, photographs are iconic and indexical. Ultimately, realism gives 
authority to the original object vis-à-vis the image. From a realist perspective, many critics (e.g., 
Barthes, 1980; Bazin, 1967; Sontag, 1977) have discussed photographic images. To take an 
example, Susan Sontag in her On Photography (1977) defines photographs as traces of reality, 
emphasizing the iconic as well as the indexical properties of photographic images.   
           Whereas realism looks at a resemblance between the photograph and the object, semiotics 
focuses on a difference between the two. For example, Italian semiotician Umberto Eco 
challenges the realist perspective on photography. In his essay “Critique of the Image” (1982), he 
suggests that iconic signs actually do not possess any properties of the represented objects. He 
argues that a photographic image, i.e., an iconic sign, is “completely arbitrary, conventional and 
unmotivated,” despite the appearance of a similarity of the image to its referent (p. 32). 
Therefore, the conventions of perception are necessary in order to be trained to interpret the 
photographic image. When perceiving the image, one always relies on codes. Focus is, for 
example, a photographic code that is used to signify what is important in the picture. Also, 
lighting is culturally coded and gives meaning to the object and the picture as a whole. Light 
from above can suggest an angelic innocence whereas light from bottom creates a devilish look 
(Bate, 2009). Besides, lighting can make one’s skin look lighter or darker. Indeed, as Richard 
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Dyer (1997) points out, when a non-white face is shot, lighting becomes a “problem” that needs 
to be dealt with. Non-white faces, specifically black faces, can look odd or be invisible in 
photographic images, because cameras and lighting were developed by taking the white face as 
the norm.     
          In a society of spectacles, photographs function to represent and shape commodity culture 
through the mass media from billboards to fashion magazines and print advertisements. In his 
book Society of the Spectacle (1970), Guy Debord suggests that modern capitalist society has 
served to render people passive, depoliticized, and powerless. In such a society, media 
representations create a world of glamour, and conflicts are made to some extent sanitized and 
palatable. Debord (1970) views spectacles as “a permanent opium war” (Section 44) and 
examines the way in which “the spectacle presents itself as a vast inaccessible reality that can 
never be questioned”  (Section 12). In commodity culture, “reality” is neatly hidden and becomes 
secondary. In other words, consumer culture does not privilege the original object over the 
photographic image. The photographic image supports the spectacle of society, conveying 
symbolic meaning in harmony with the dominant capitalist ideology.  
Specifically, commercial and fashion photographs do not usually challenge the status quo, for 
they are used to sell products, supporting commodity culture. As many critics (e.g., Barthes 
1977; Williamson 1978) have revealed, these photographs have rather functioned to disseminate 
and reinforce stereotypes. Therefore, the close examination of commercial photography, 
including fashion spreads, editorial photography, and advertising, allows to illuminate dominant 
hegemonic ideologies about race, gender, and class, to name a few.       
          As Bate (2009) suggests, portraiture is more than simply a picture. It is a space in which 
identities are shaped and negotiated. Therefore, the following chapters (Chapters 2 and 3) focus 
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primarily on portrait photographs of Haruko Wanibuchi and of Emily Takami, such as editorial 
and star photography. Portrait photographs are usually made up of the following four key 
elements: face, pose, clothing, and location (Bate, 2009). Face, pose, and clothes signify 
something about the sitter’s identity, and location and/or background provide a context. As such, 
these four key elements are scrutinized in the analysis of photography in the girls’ comic 
magazines in this study.       
          Moreover, when examining photography, the relation between text and image is important 
to look at. Roland Barthes’ Image-Music-Text (1977) provides a conceptual framework for 
understanding how the two different communicative modes (i.e., written or verbal text and visual 
image) work together in specific cultural and historical contexts. Barthes’ concept of “anchorage” 
suggests that images are open to multiple readings and allow the reader to choose a meaning 
among possible meanings of the image. In the case of anchorage, therefore, written or verbal 
texts help to interpret the visual image and provide linguistic closure. In the case of “relay,” the 
text and the image are complementary. In other words, the text and image do not show/tell the 
same thing. For instance, in the media, such as films, television, and comics, the image shows a 
character, and, at the same time, the character communicates with the viewer linguistically. As 
such, text and image are dependent on each other in order to make meaning. Therefore, it is 
necessary to examine visual images in relation to written or verbal texts.      
          Thus, as Barthes suggested in Image-Music-Text (1977), meaning is produced 
intertextually rather than simply lying in the object. Moreover, discussing a constructionist 
approach to representation, Hall (1997) maintained that “[t]hings don’t mean: we construct 
meaning, using representational systems—concepts and signs.” Social actors utilize the language, 
culture, and representational system and construct meaning, make the world meaningful, and 
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share it with others in the system (p. 25). In this system of cultural representation, national 
identity is imagined, and the past is fabricated and rearranged in accordance with the present’s 
needs determined by hegemonic power relations. As such, the close examination of photographic 
images of mixed race stars provides insight into the ways in which mixed race people are 
imagined, represented, and commodified within a specific scopic regime linked with power and 





















         Haruko Wanibuchi was born to a Japanese father and an Austrian mother on April 22, 1945 
(Art Promotion, 2015). She is one of many mixed race people born in Japan before the 
conclusion of World War II. In addition, Austria was not a member of the Allied Powers, and, 
therefore, Wanibuchi is not a so-called occupation baby⎯konketsuji. Her father was a 
professional violin player, and she was first put in the spotlight when coming out as a gifted child 
violinist at the age of six (Kyodō Tsūshin, 2011). Her career as a star thus started with the image 
of a violin, which is associated with the upper or upper-middle class and Western, high culture.  
          Wanibuchi debuted as a child actress in the film Hahakozuru [Mother and Child Cranes] 
(1952). This film premiered in July 1952 immediately after the end of the U.S. Occupation of 
Japan in April 1952 (Kinema-Junpōsha, 2015). In 1955, she for the first time starred in a film, 
Non-chan Kumo ni Noru [Nobuko Rides on a Cloud]. In the film, Wanibuchi plays a Japanese 
girl with a Japanese name: Nobuko Tashiro. She falls into a pond and is saved by an old man 
who is presumably a god. She is taken up to the clouds and talks to the old man about her 
everyday life, including family, friends, and school. The plot of the film is nothing to do with 
race. Given that Nobuko’s biological parents are monoracial Japanese in the film, Wanibuchi’s 
actual mixed racial background is completely disregarded. Nobuko/Wanibuchi is portrayed just 
as a pretty little girl, cast as “purely” Japanese.26  
           Indeed, Wanibuchi has dark brown eyes as well as black hair. Though she has defined 
double eyelids and big eyes, which meet Japanese beauty standards strongly impacted by 
Western beauty aesthetics and allude to some Westernness, she looks phenotypically more Asian 
than white. Her “almost Asian” look may allow her to pass as “Japanese.” In addition, the fact 
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that Wanibuchi speaks perfect Japanese without an accent to a great extent helps her to be 
accepted as Japanese, because her language skills prove that she is “culturally Japanese.” For the 
Japanese, culture equals race. As Befu (1993) maintains, in the discourse of Japaneseness 
(nihonjinron), nation is equated with citizens and culture, and Japanese culture and language are 
defined as properties that non-Japanese are never able to acquire. It is believed that Japanese 
linguistic and communication modes specifically belong to the Japanese race (Yoshino, 1992). 
This race/culture nexus has made racially mixed Japanese feel insecure. As King (1997) observes, 
“half” Japanese is viewed as “less” Japanese culturally. Therefore, mixed race Japanese people 
try to “compensate” for their perceived shortcoming of Japaneseness. In order to authenticate 
their Japaneseness, they speak Japanese and/or use Japanese names. Indeed, Wanibuchi does 
have Japanese first and last names. This certainly helps convince others of her “authentic” 
Japaneseness. The Japanese last name implies that her father (not her mother) is Japanese and 
that she is not one of those occupation babies fathered by Allied servicemen. In other words, her 
Japaneseness is considered more “legitimate.”      
          Cast as the leading character in Non-chan Kumo ni Noru, Haruko Wanibuchi achieved her 
stardom. Since then, she has made numerous appearances in popular media, including television 
dramas, films, and magazines. Wanibuchi is still active in the entertainment industry, appearing 
in popular films and television dramas, such as Chakushin Ari 2 [One Missed Call 2] (2005), 
Karei naru Ichizoku [The Grand Family] (2009), and Neo Urutora Kyū [Neo Ultra Q] (2013). 
Indeed, it can be argued that she has the longest and most successful career among mixed race 
stars in the postwar Japanese entertainment industry.  
           From 1955 into the 1960s, Wanibuchi as a girl star was featured quite often in the girls’ 
comic magazines: Nakayoshi and Ribon. Indeed, she was one of the girl stars to regularly appear 
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in star photography and feature articles in these girls’ magazines. Most importantly, Haruko 
Wanibuchi is the first mixed race star appeared in these magazines. Focusing on photographic 
representations of Haruko Wanibuchi in Nakayoshi and Ribon published during the 1950s and 
1960s, this chapter explores Wanibuchi’s multiraciality by closely looking at the ways in which 
her Japaneseness and her whiteness/Europeanness are foregrounded or suppressed in the 
magazines from one situation to another. Also, this chapter provides insight into the ways in 
which the representations of the mixed race star served to mask the historical disjuncture in U.S.-
Japan relations between the prewar and the postwar periods, disassociating the star from the 
image of occupation babies and downplaying the presence of these racially mixed people in 
Japanese society.   
 
Kimono 
          The kimono is regarded as an important part of Japanese culture and traditions, and, 
therefore, it is a marker of Japanese identity. Like the Japanese language, the kimono is 
considered a property exclusively for the Japanese race. Based on her personal experience as a 
white woman living in Japan, Millie Creighton (1991,1995) comments on Japanese reactions to 
her clad in a kimono. She says that Japanese people think that “[g]aijin [foreigners] wearing 
kimonos are funny even endearing, as long as they do not look quite right” (Creighton, 1995, p. 
151). Thus, the Japanese believe that the kimono is traditionally and uniquely Japanese, and, so, 
it is never appropriate for foreigners because of their “non-Japanese” facial features, body types, 
and skin colors as well as their lack of understanding about Japanese culture. Indeed, mixed race 
Japanese people have most often been viewed as “non-Japanese” because of their “foreign” 
looks and their perceived “impurity.” Yet, contrary to these Japanese perceptions of the kimono 
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and of racially mixed people, the kimono, in fact, served to highlight Wanibuchi’s Japaneseness 
and get her accepted as Japanese in the photographic images represented in Nakayoshi and Ribon.     
          With Japanese fans in their hands, seven young girls clad in beautiful kimonos are smiling 
against a backdrop of the sun, clouds, and sky. The headlines read: “Shin’nen Omedetō (Happy 
New Year)” and “Sōkangō Omedetō (Congratulations on the first issue).” This is a two-page 
color spread in the very first issue of the Nakayoshi magazine published in January 1955. One of 
the seven girls in the picture is Haruko Wanibuchi. As the headlines indicate, this two-page 
spread celebrates a New Year as well as the publication of the inaugural issue of the magazine. 
On this very special occasion, the girl stars are dressed in kimonos, which are Japanese 
traditional garments. Indeed, kimonos are worn for auspicious occasions and important 
ceremonies, including but not limited to, a New Year, wedding, and seijinshiki (coming-of-age) 
ceremonies.  
          Like the other girls in the spread, by kneeling down and holding a Japanese fan in her hand, 
Wanibuchi strikes a pose as though she is performing Japanese classical dance. Although she is 
the only multiracial person in the photograph, her Japaneseness is highlighted by her blue 
kimono with a flower pattern, pose, and black hair, and she blends well with the other girls. She 
looks like one of “them.” 
          In the background is a big round object in bright red against sky blue. The background is 
actually not a photograph but a painting. Due to the limitation of printing technology of the time, 
the photograph of the girls is to a certain degree retouched and combined with a painted 
backdrop. The round object is placed in the center of the picture, surrounded by orange-colored 
clouds. Arguably, the round object in bright red represents the rising sun. Indeed, there is the 
Japanese tradition of seeing the first sunrise of the year for success and happiness. Moreover, red, 
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specifically vermillion, evokes the image of the nation: Japan. Red in general has been associated 
with images of Japan throughout different periods (Ōoka, 1976). The rising sun in bright red in 
the backdrop recalls the national flag of Japan, and this gives a sense of national unity and 
identity to the photograph. Indeed, the rising sun in the background looks like a luminous halo 
and highlights the Japaneseness of the girl stars, including Wanibuchi. 
           In fact, Wanibuchi wearing a kimono appears in the girls’ comic magazines quite a few 
times. In 1960, when Wanibuchi worked with Toni Sailer, an Austrian alpine ski racer and actor, 
in the film Ginrei no Ōja [The King of Snow Ridge], she made appearances with Sailer in the 
Japanese media and was featured several times in Ribon. The January 15, 1960 issue runs a 
photograph of Wanibuchi clad in a kimono with Sailer. In the caption above the photo, 
Wanibuchi comments that the ski racer Toni Sailer visited Japan from her mother’s home 
country, Austria, and that it is like a dream to work with him. Also, in the June 1960 issue, a 
short article titled “Good bye, Mr. Sailer” carries a photograph of Wanibuchi and Sailer standing 
next to each other. Wanibuchi is smiling and is waving at the camera. She again wears a kimono 
in the picture even though a kimono is irrelevant to the film’s plot, and she never appears in a 
kimono in the film. Thus, in the caption, the fact that her mother is Austrian, i.e., non-Japanese, 
is ostensibly acknowledged. On the other hand, in the photograph, the kimono serves visually to 
emphasize her Japaneseness. Her kimono draws a clear line between Wanibuchi as Japanese and 
Sailer as Austrian.  
           Similarly, when Wanibuchi traveled around the world with her family, including her 
parents and her sister, both Wanibuchi and her sister were photographed in kimonos and covered 
in several articles in Nakayoshi and Ribon. In the July 1960 issue of Ribon, a feature story on 
their trip in “Sutā Dayori” [Star News] carries a photograph of the Wanibuchi sisters clad in 
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kimonos. In the photograph, Wanibuchi and her sister are standing next to each other in kimonos 
and smiling. Holding a farewell bouquet, Wanibuchi shakes hands with a girl star Masae 
Watanabe who is clad in a Western-style, casual dress. Watanabe’s dress is contrasted with their 
kimonos. The Wanibuchi sisters look as if they are the representatives of the Japanese nation. It 
is a shot taken before the sisters board an airplane at Haneda Airport in Tokyo. The sisters wear 
furisode [long-sleeved kimonos], which are a kind of special attire different from everyday 
kimonos. The kimonos are not comfortable enough to wear during a flight. Yet, they have a 
symbolic value and signify that the sisters and their trip are special and official. Indeed, until 
1964, Japanese citizens were not allowed to travel abroad without a specific, legitimate purpose 
(e.g., business, study, and diplomacy). Thus, it can be argued that the photo is deliberately staged 
and that the special kimonos work as a symbol of Japan. In fact, another photo in the August 
1960 issue of Ribon depicts their visit at the Japanese embassy in Austria, and, of course, the 
sisters are clad in kimonos. The combination of the location and the traditional attire certainly 
invite Japanese viewers to imagine the Wanibuchi sisters as the representatives of Japan.  
          In addition to the photographic images of Wanibuchi in a kimono in the girls’ magazines, 
she appears in films dressed in a kimono. In the film Izu no Odoriko [The Izu Dancer] (1960) set 
in the early twentieth century (i.e., the Taishō period, 1912-1926), Wanibuchi plays a kimono-
clad dancer. Also, in the comedic period film Anmitsuhime no Musha Shugyō [Princess 
Anmitsu’s Knight-Errantry] (1960), she was cast as a Japanese princess wearing a kimono. As 
such, Wanibuchi in a kimono was represented in the media time and again. In these films as well 
as in the photographs in the girls’ magazines, the kimono as a marker of Japanese identity serves 
a function in accentuating Japaneseness of the racially mixed star. It works to compensate for 
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“her lack of Japaneseness.” Rather than excluding Wanibuchi as “non-Japanese,” the kimono 
allows her to be included in Japanese society, which is perceived as homogeneous.           
 
Family  
          Haruko Wanibuchi is playing a violin, smiling at the camera/spectators. Her red lipstick 
stands out on her porcelain-like skin. In her black hair is a white flower clip. She is wearing a 
puff, purple-blue sleeve blouse, which is slightly blurred and blended into the background. The 
multi-colored, abstract background looks hazy and creates a dreamy atmosphere. This is 
star/fashion photography in the June 1958 issue of Nakayoshi. The title of the page is “Baiorin 
wa Utau” [A Violin Sings]. The camera focus is not on her outfit but on her face and her violin. 
Her makeup, floral hair accessory, and puff sleeves make her look very girlish. The violin 
signifies her upper-middle class upbringing. The soft-focused, blurred photographic image of 
Wanibuchi alludes to her beauty and innocence.    
          The violin is indeed an important part of her identity and is closely tied to her family 
background. As a gifted violin player, Wanibuchi first received a great deal of media attention at 
the age of six in 1951 (Kyodō Tsūshin, 2011). For a while after she debuted as a child actress, 
she continued to be represented with a violin. In her first film Non-chan Kumo ni Noru [Nobuko 
Rides on a Cloud] (1955), the scene in which Nobuko/Wanibuchi plays a violin on a cloud is 
included, although it is not absolutely necessary for the plot. In addition, in Otome no Inori 
[Maiden’s Prayer] (1959) and Ginrei no Ōja [The King of Snow Ridge] (1960), Wanibuchi was 
cast as a violin player.  
          Most importantly, her father Kenshū Wanibuchi was a professional violinist who studied 
violin in Prague, Czechoslovakia. In the February 1959 issue of Ribon, her father is featured in 
 91 
the article titled “Uchi no Otō-san” [My Dad]. The article features a black-and-white photo of 
Wanibuchi, her father, and her sister. In the photograph, Wanibuchi is playing a violin in front of 
a piano. Her father is playing the piano while looking at her and smiling. Right behind the father 
is Wanibuchi’s younger sister, Akiko. She puts her hands on his shoulders, looking at her sister. 
The caption underneath the photograph says, “Our father had studied violin in foreign countries 
for many years. We have violin and piano lessons every morning before heading off to school 
(Haruko and Akiko Wanibuchi).” The photograph and the caption portray a happy, well-off 
family and close family bonds. The presence of the father in the photo might easily be taken for 
granted. However, it plays a crucial role in differentiating these mixed race children⎯Haruko 
and Akiko⎯from occupation babies. In a sharp contrast with racially mixed occupation babies 
who are repeatedly represented as fatherless and illegitimate, the photograph shows and assures 
that the Wanibuchi sisters have a father and live together with him. Besides, it visually informs 
that their father is “Japanese.” What this photographic image connotes is that the sisters are also 
legitimately “Japanese.” Under the father’s tutelage, they officially have the Japanese last 
name⎯Wanibuchi⎯and Japanese citizenship. Their Japanese father and last name not only 
justify the sisters’ Japaneseness but also help them to be accepted in Japanese society. Mixed 
race children as GI babies were considered a threat in part because they challenged Japanese 
men’s masculinity and wounded national pride. Therefore, by having a white woman as a wife, 
Wanibuchi’s father, in a sense, represents desirable Japanese manhood. The presence of his 
multiracial children serves to recuperate Japan’s injured pride, and, so, the Wanibuchi sisters 
were accepted quite well even in post-occupation Japan.  
          In addition to the father, the appearances of her younger sister Akiko in the girls’ comic 
magazines also helped construct the image of the mixed race star Haruko Wanibuchi as different 
 92 
from occupation babies. With Wanibuchi, Akiko made numerous appearances in Nakayoshi and 
Ribon in the 1950s and 1960s. Akiko often appears when Wanibuchi’s private life is featured in 
these magazines. It is worth noting that it was not so common for star’s siblings to make media 
appearances with the star. In November 1958, the article “Nakayoshi Gekijō” [Nakayoshi 
Theater]27 carried the story about Wanibuchi’s experience of horse riding in Karuizawa, 
Nagano.28 In the photograph along with the story, Wanibuchi is on a horse and smiling while 
Akiko is standing by the horse and looking at the camera. Also, the August 1959 issue of Ribon 
ran a column featuring Wanibuchi’s summer vacation. In the column with a photo, Wanibuchi 
explains that her family stays in their second house in Karuizawa every summer and, in the photo, 
she and her sister are enjoying catching butterflies. The camera focuses on Wanibuchi holding a 
net, and Akiko is behind her, smiling and looking at her. In these photographs, Akiko always 
follows around and stands by her older sister. These photos signify their loving sisterhood and 
happy life. Their lifestyle, such as horse riding and summer vacation in Karuizawa, suggests 
their upper-middle class status.  
          The Wanibuchi sisters look very much alike. Indeed, they have the same biological father 
and mother. This fact not only implies that they have been raised in a stable family environment 
but also makes a sharp contrast with media representations of mixed race occupation babies. For 
example, in the film Kiku to Isamu [Kiku and Isamu] (1959), the siblings⎯Kiku and Isamu⎯are 
parentless and raised by their grandmother on their mother’s side. In addition, they have different 
fathers although both fathers are Black GIs. Neither of them knows where their fathers are. As 
such, the appearances of Wanibuchi’s sister Akiko in the girls’ comic magazines serves to show 
that Wanibuchi lives a privileged life owing to her stable, well-off family, albeit it is interracial. 
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The visual representations of Wanibuchi accompanied by her sister delineate the difference 
between the mixed race sisters and GI babies.        
          Wanibuchi’s Japaneseness is often emphasized in both Nakayoshi and Ribon, and it seems 
that she is to a great extent accepted as a member of Japanese society. Nevertheless, her 
whiteness/Westernness is not suppressed completely. Her Austrian mother Bertha Wanibuchi, in 
fact, appears several times in the girls’ magazines in the 1960s and serves to highlight 
Wanibuchi’s European heritage. The June 1962 issue of Nakayoshi ran a story of Wanibuchi 
meeting with Austrian musician Anton Karas. It says that Haruko Wanibuchi who has “Austrian 
roots” visited Karas. Hearing about Austria from him, she remembered her stay in Austria. Her 
parents actually accompanied Wanibuchi on the visit with Karas. The article carries the 
photographic image of Wanibuch with Karas, her father, as well as her mother. In this 
photograph, the presence of her mother plays an important role in assuring her Austrian roots and 
constructing the image of Wanibuchi as a bridge between different cultures.  
          Furthermore, in “Sutā Nyūsu” [Star News] in the February 1963 issue of Nakayoshi, 
Wanibuchi’s mother is featured. In the photograph, Wanibuchi and her mother are surrounded by 
woods. Wanibuchi leans against a tree and slightly looks down with a calming smile as she talks 
to her mother. She has a leaf in her hand. Bertha is smiling and looking at her daughter, holding a 
leaf and standing next to her. From the picture, the location is unknown. But, the natural 
environment surrounded by trees gives a feeling of nostalgia, which signifies the past and roots. 
The caption along with the photograph explains that her mother Bertha is originally from Vienna, 
Austria and that Haruko Wanibuchi has been there once. She and her mother recall the time she 
visited Vienna. A bond between mother and daughter is romanticized, and Wanibuchi’s 
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connection to Austria is accentuated in the article. Indeed, her Austrian mother functions as a 
crucial link between Wanibuchi and the Western world.    
          From May 15 to July 29, 1960, Wanibuchi with her family traveled around the world. 
Many stories of her round-the-world trip were featured in Nakayoshi and Ribon. In the August 
1960 issue of Nakayoshi, the Wanibuchi sisters and their mother appear in the photograph 
accompanying an article entitled “Haruko-san no Yōroppa Ryokō” [Haruko’s Trip to Europe]. In 
the photo, they stand in front of the Arc de Triomphe in Paris, France. Wanibuchi and her sister, 
clad in beautiful kimonos, are juxtaposed with their mother who is dressed in a suit and wearing 
sunglasses. The sisters’ kimonos stand out in the European landscape and allude to their alterity. 
Thus, the Japaneseness of the mixed race sisters is assured and foregrounded by the kimonos in 
contrast with the mother’s Western style clothing, i.e., her Westernness. Indeed, due to the 
“difference,” in the photograph, the mother looks like a tour guide. The mother signifies “pure” 
and “authentic” Westernness vis-à-vis the sisters. The Westernness of the mother as a guide is 
contrasted with and highlights the cultural (the kimonos) and racial (“a drop of Japanese blood”) 
Japaneseness of the sisters. At the same time, the guide as the mother bespeaks the blood ties 
between the sisters and the West, and, therefore, the photographic representation of the Austrian 
mother in the feature article functions to connect Wanibuchi with Westernness.   
          Also, it is worth pointing out that only their visits to European countries (e.g., France, the 
Netherlands, Austria, etc.) are covered in the feature articles published in Nakayoshi and Ribon, 
although they visited non-Western countries (e.g., Singapore, Hong Kong, etc.) as well. In 
addition, interestingly, their Japanese father is absent in the photographs carried in these articles, 
although he actually traveled with them. Ultimately, Wanibuchi’s mother plays a crucial role in 
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connecting the Western world to the racially mixed star while serving to highlight the star’s 
Japaneseness by her unadulterated Westernness, i.e., foreignness.        
 
Ballet 
          The first ballet performance in Japan happened in 1911. Since the Taishō period (1912-
1926), ballet came to be increasingly represented in the Japanese media. In the 1910s and 1920s, 
newspapers and women’s magazines carried articles introducing foreign arts and cultures more 
often than today. Images of ballerinas appeared in jojō-ga (lyrical-style illustration) and nuri-e 
(coloring in pictures), and these images were consumed in girl’s media and popular culture 
(Kyoto International Manga Museum, 2013). In jojō-ga, ballet is associated with Western moods, 
fantasy, and woes. It signifies a longing for the West and a desire for utopia (Takabatake, 2013).  
          Girls’ magazines were girls’ favorite entertainment in 1950s Japan, in part because 
television was not yet popularized among general households. In 1950, the number of articles 
covering ballet skyrocketed in girls’ magazines, such as Shōjo no Tomo [Girls’ Friend], Shōjo 
Kurabu [Girls’ Club], and Shōjo [Girls], because ballet had been attracting more people in 
general and also because the British film The Red Shoes (1948) premiered in Japan in March 
1950 (Yamada, 2013a). Indeed, the West and its culture continued to fascinate Japanese people 
even during the wartime and the occupation periods (Yoshimi, 2007). In Nakayoshi and Ribon, 
editorial photography featuring ballerinas was omnipresent since the publication of their first 
issues in 1955. In these girls’ magazines, the “ballerinas” were not necessarily portrayed by 
actual ballet dancers, but rather by stars and models. Nakayoshi’s and Ribon’s favorite ballerina 
was Haruko Wanibuchi.  
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          In the May 1955 issue of Nakayoshi, Wanibuchi appeared as a ballerina for the first time 
in the editorial photograph titled “Odoru Hakuchō” [A Dancing Swan]. The swan motif in ballet 
was very popular in girls’ comics at that time. In fact, the first postwar ballet performance given 
in Japan was Swan Lake by the Tokyo Ballet Company in 1946. And, Swan Lake came to be 
equated with ballet in Japan. (Yamada, 2013c). Arguably, it contributed to the popularity of 
ballet generally and the swan motif particularly in girls’ culture in postwar Japan. In the black-
and-white two-page spread, Wanibuchi dressing as a swan strikes different poses against a forest 
background. Her white skin and her white tutu stand out against the dark backdrop. Her ballet 
costume and her pose make her look serene, angelic, and fairy-like. As the caption describes, she 
is a “princess of fairyland.”29   
          In 1958 and 1959, Wanibuchi quite often appeared in editorial ballet photography in 
Nakayoshi. In the photograph titled “Haru ga Kita [Spring Has Come]” in the April 1958 issue, 
Wanibuchi poses against a deep black background in a white tutu. Her skin and the white 
costume make a stark contrast with the backdrop. Indeed, a black background is almost always 
used in editorial ballet photography printed in Nakayoshi in 1958 and 1959. Her red-painted lips 
also emphasize her white skin. Her face is looking upward and is glorified for the camera. As 
Dyer (1997) suggests, an upward-looking face entails aspirations associated with the middle 
class. Light falls onto Wanibuchi from above, and she looks glowing. The second passage from 
the poem accompanied with the photograph reads: “The smiling sun in the sky throws the light 
of a dream.” Dyer (1997) argues that in photographic media, light constructs whiteness in 
general and an image of the ideal white woman within heterosexuality in particular. Light 
coming from above may be taken for granted. Yet, artificial lighting has come from above only 
since the eighteenth century. And, the use of overhead lighting in theater and photography had 
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been established only by the end of the nineteenth century. It was developed based on North 
European painting, such as Rembrandt’s and Vermeer’s works (Slive, 1962). As such, light from 
above was the aesthetic technology established from a Western perspective.     
          Moreover, light from above renders white skin glowing. In combination with skin color, 
white clothing can also give a glowing effect (Dyer, 1997). Indeed, light from above appears to 
suffuse her silky satin white costume, and Wanibuchi herself looks glowing in the ballet 
photography. Glowing works as the opposite to shining, which is “the mirror effect of sweat, 
itself connoting physicality, the emissions of the body and unladylike labour, in the sense of both 
work and parturition” (Dyer, 1997, p. 122). The image of glowing human beings was developed 
in European art, and the sense of glow alludes to heavenliness and inner beauty. Visual and 
verbal imagery of angels has been linked to idealized women (Dyer, 1997). The image of a 
ballerina represents this angelically glowing ideal woman.  
          The aesthetic technology of light, the ballet motif, specifically the white costume, and her 
class and racial backgrounds work together to construct the image of Wanibuchi as an angelic, 
ideal young woman. Nevertheless, in the photograph, her whiteness is not necessarily 
foregrounded, but, rather, it is to a great extent invisible. Hollywood movies powerfully 
impacted Japanese aesthetics and fashion in the 1920s (Tanaka, 1933 quoted in Wada, 2011), 
and whiteness has been a standard of beauty in Japan since the 1920s. In other words, the white 
Other has been part of “us” (i.e., the Japanese) since then (Yoshimi, 2007). Dyer (1997) argues 
that whiteness is seen as a norm. Therefore, white people are not raced and simply represent 
humanity. Their particularity is invisible. Thus, not only has Western aesthetic technology been 
widely used in Japanese media but beauty standards have also been “naturally” equated with 
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whiteness as a norm in Japan. As such, Wanibuchi is represented as a universal beauty, and a 
hint of whiteness in her body is unmarked in the ballet photography.     
          On the other hand, white sexuality has been marked and considered a threat to the 
Japanese race. For instance, the modern girl as a Westernized Japanese woman was viewed as a 
moral threat in the 1920s and 1930s. Moreover, white men’s sexuality challenged Japanese 
men’s masculine potency and unsettled the myth of Japanese racial purity during World War II 
and its aftermath. Also, the image of a ballerina has ambivalent connotations in relation to 
female sexuality. It suggests moral superiority and incorporeality, and, at the same time, it 
signifies a flesh-and-blood woman exposing her skin and legs (Dyer, 1997).   
          In the ballet photography in Nakayoshi, however, Wanibuchi’s purity, chastity, innocence, 
and moral superiority overshadow her sexuality, due to her young age and her white skin. Like 
“white” in Western culture, a high moral value is attached to white hues and skin color in Japan. 
Wagatsuma (1967) argues that Japanese people value the whiteness of skin as a component of 
beauty and associate it with chastity and purity. He observes that white skin is also linked to 
wealth and higher economic status. As Wanibuchi was first known as a child violin player 
trained by her father, she is indeed associated with a wealthy family. Also, as discussed earlier, 
her Japaneseness is emphasized in the media, and she is treated as “Japanese.” Her white skin is 
associated not with the white race but with beauty and morality. In addition, rather than being 
sexualized, Wanibuchi as a thirteen-year-old ballerina represents chastity and innocence in the 
editorial photograph in the girls’ magazine. Indeed, Wanibuchi as a shōjo (girl) is not allowed to 
express her sexuality. Emerging in the late nineteenth century, the shōjo category is associated 
with a conservative gender role in Japan. The shōjo is a prospective wife and mother whose 
purity and chastity need to be protected and isolated from civil society. Upholding bourgeois 
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ideology, it represents a nonlaboring, nonproductive body (Takahashi, 2008). The shōjo is, as 
argues Treat (1996), neither male nor female. It possesses its own gender, which is “importantly 
detached from the productive economy of heterosexual reproduction” (pp. 282-283). As such, 
the image of Wanibuchi as an angelically glowing idealized girl (or shōjo more precisely) is 
constructed by downplaying her white heritage as well as her sexuality.  
          In addition to Wanibuchi’s shōjo-ness, the presence of her Japanese father and her 
Japanese last name make her whiteness and sexuality unmarked. The fact that her paternal 
lineage is Japanese helps her avoid being sexualized, because it disrupts the memory of the 
colonial relationship between the West (i.e., the United States) and Japan during the occupation. 
Indeed, the relationship between Wanibuchi’s father (Japan) and her mother (the West) reverses 
the colonizer (men) and the colonized (women). Thus, in the ballet photography, Wanibuchi’s 
otherness is tamed, and she is rendered as non-threatening to the Japanese nation. 
 
The Embodiment of Japanese Cultural Hybridity: Past-Present-Future 
          In the 1950s, the discourse of Japaneseness was renewed, and Japanese culture was re-
appreciated in the context of postwar economic recovery. The U.S. Occupation of Japan was 
nominally brought to an end in 1952, and the Korean War led to a wartime special procurement 
boom in Japan. Subsequently, the 1956 Economic White Paper expressed that Japanese economy 
could “no longer be termed postwar,” and this remark largely impacted the perception of 
Japanese society and culture. 
          Japan’s postwar economic growth heavily depended on the United States, however. Since 
the prospect of the Cold War’s spillover was emerging in Asia in the late 1940s, the U.S. 
government began to support Japan in order to make it the strategic center of the Western bloc in 
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Asia. The United States needed to develop a military bulwark against Communism in East Asia. 
At the same time, in order to make Japan the economic center in Asia, the United States helped 
Japan focus on their economic recovery. Moreover, Japanese people had a longing for an 
American lifestyle with which they became familiar through the U.S. media as well as the U.S. 
Occupation. The Japanese began to imitate it and consume American-style products (e.g., black-
and-white TVs, refrigerators, and washing machines) in the 1950s (Duus and Hasegawa, 2011; 
Yoshimi, 2007). Thus, immediately after the war, the former Western enemy turned into an ally, 
and it became necessary for Japan to forget the relationship with the United States as the 
occupier.   
          In such political, economic, and social contexts in the early postwar years, Japan came to 
be viewed as culturally hybrid in the discourse of Japaneseness in the mid 1950s. In his 
“Nihonbunka no Zasshusei” [The Hybridity of Japanese Culture] (1955), one of the most well-
known nihonjinron writings, Shūichi Katō focuses on the hybridity of Japanese culture. Looking 
at Japan vis-à-vis the West, Katō argues that Japanese culture has not actually been westernized 
at various points. Rather, Japanese culture per se has consisted of Japanese and Western elements, 
and both are deeply intertwined with each other. The combination of Japanese and Western 
elements makes Japanese culture “unique.” Katō posits that Japanese culture is hybrid and its 
hybridity should be celebrated, stressing that “pure” cultures are not superior to hybrid cultures. 
Ultimately, he suggests that the hybridity of Japanese culture has positive meanings and a great 
potential for the globalizing society. 
          The discourse of Japanese cultural hybridity appealed to the Japanese, because it served 
greatly to downplay the relationship with the United States as the occupier and to sanitize 
Japan’s war crimes against other Asians in the former colonies. Igarashi (2000) contends that 
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tropes of in-betweenness and hybridity shaped the discourse that Japan was already and had 
always been hybrid even before the U.S. Occupation of Japan, and, therefore, it did not lose its 
own unique identity after its defeat in World War II. Moreover, placing Japan in a position 
between the East and the West, tropes of in-betweenness helped to reimagine Japan as neither the 
East nor the West and to disguise Japan’s wartime ambition to become the leader of Asia.   
          In harmony with this discourse of Japaneseness celebrating the hybridity of Japanese 
culture in the context of postwar economic recovery, Haruko Wanibuchi was imagined and 
represented as the embodiment of Japanese cultural hybridity in popular culture. As the tropes of 
Japanese hybridity and in-betweenness constructed the discourse maintaining that Japan was 
already and had always been hybrid even before the U.S. Occupation (Igarashi, 2000), the 
representations of the mixed race star served to forge the historical continuity between the 
prewar and the postwar Japan. These representations contributed to dissociating the image of 
mixed race people from the stigma of being occupation babies and to submerging the memories 
of the war and the occupation. 
          Having a Japanese father and an Austrian mother, Wanibuchi as a multiracial star 
embodies hybridity. As Japanese hybrid culture is considered to consist of Japanese and Western 
elements, Wanibuchi’s multiraciality comprises multifaceted elements. Like Japanese and 
Western elements intimately entangled with each other in Japanese culture, her Japaneseness and 
whiteness/Europeanness cannot be disassembled. Yet, these different elements can be 
highlighted or suppressed from one situation to another.  
          In the representations of Wanibuchi in Nakayoshi and Ribon, her Japaneseness is often 
emphasized. For instance, the kimono visually serves to accentuate the Japaneseness of the 
mixed race star. Based on the myth of Japanese homogeneity and uniqueness, the kimono⎯a 
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“traditional” Japanese garment⎯is generally regarded as a marker of Japanese identity. 
Nevertheless, the photographic representations of Wanibuchi in a kimono reveal that the kimono 
is not always a property exclusively for “monoracial” Japanese people. The kimono, in fact, 
arbitrarily draws a line between the Japanese and the Other. In other words, the kimono functions 
as a visual sign, signifying who should be part of the Japanese community. The kimono as a 
mythological sign can be exploited not only to exclude but also to include the Other when 
necessary. Therefore, Japanese society perceived as “pure” and “homogeneous” has actually 
been more diverse and “inclusive” in an ironic, paradoxical way. Yet, the parameters of 
inclusiveness heavily depend on political, economic, and social contexts of the time as the 
discourse of Japaneseness changes from time to time. Therefore, those who are placed in in-
between positions can be easily excluded and turned into the Other, and vice versa.  
          Also, the representation of Wanibuchi as the embodiment of Japanese cultural hybridity 
serves to forge a historical continuity from the prewar to the postwar periods. This forged 
continuity causes the memory of Japan’s defeat in the war to fall into oblivion, and the mixed 
race star in the limelight overshadows the presence of occupation babies in Japanese society. The 
fact that Wanibuchi was born prior to the conclusion of World War II and that she has a Japanese 
father, to a great extent, contributes to articulating the prewar with the postwar years. Mixed race 
Japanese were relatively well accepted in prewar Japan, in part because the parents of these 
multiracial people were generally well-regarded and well-off in society (Fish, 2009). Like these 
racially mixed Japanese people in the prewar period, Wanibuchi is a daughter of a professional 
violin player from a wealthy family. Her family background links Wanibuchi to the images of 
mixed race Japanese socially accepted and assimilated in prewar and wartime Japan.  
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          Indeed, the representations of Wanibuchi in the girls’ comic magazines show a similarity 
to the images of white-Japanese mixed stars (e.g., Ureo Egawa and Yukiko Inoue) represented in 
Japanese films made in the 1930s. Like the portrayals of these mixed race film stars, 
Wanibuchi’s racial background, specifically whiteness, is usually unmarked in photographic 
images in Nakayoshi and Ribon. As she is often dressed in a kimono in the photographs, she 
usually passes as “Japanese.” Also, in ballet photography, her whiteness is associated not with 
the white race. Rather, it signifies beauty and morality, and, therefore, she is not overtly 
racialized and sexualized in the ballet photography printed in the girls’ comic magazines. Similar 
to white-Japanese mixed race film stars who served as a symbol of cosmopolitanism and of 
beauty in prewar Japan, Wanibuchi as a mixed race person “naturally” brings some Western 
atmosphere to the ballet photography. Yet, at the same time, Wanibuchi represents a “universal” 
beauty, which is, in fact, mythologized, relying on a fusion of Japanese and Western aesthetics 
accepted in Japan since the 1920s.  
          Furthermore, the presence of her Japanese father plays a crucial role in constructing 
Wanibuchi as a member of the society, i.e., “Japanese,” albeit multiracial. For Japanese men, the 
occupation was humiliating, in part because “they felt a loss of control over women’s 
bodies⎯and, by extension, over their own sexuality” (Molasky, 1999, p. 132). Indeed, the 
traumatic experience of Japan’s defeat in the war and the U.S. Occupation haunted the Japanese. 
A number of literary works that explore humiliating experiences of Japan’s war defeat and the 
subsequent occupation were produced by Japanese male writers in post-occupation Japan. 
Akiyuki Nosaka’s “Amerika Hijiki” [American Hijiki] (1967), for example, depicts a Japanese 
man who continues to be plagued by memories of the American Occupation. Playing with the 
sexuality of characters from various racial and gender backgrounds, it illustrates the Japanese 
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male protagonist’s considerable efforts to avenge himself on his American house guest for 
humiliations he experienced during the occupation. Molasky (1999) argues that Japanese male 
writers render men’s humiliating experiences ambivalent allegories of national humiliation, 
relying on metaphors of sexual subordination.   
          In the context in which memories of hardships and humiliations during the U.S. 
Occupation of Japan were narrated as a gendered national allegory and Japanese men were 
viewed as victims of the occupation, Wanibuchi was accepted quite well in Japanese society, 
despite the fact that she is the living embodiment of an interracial sexual liaison. Given that her 
father as a Japanese man represents desirable manhood and masculinity by having a white 
woman as his wife, Wanibuchi’s multiraciality, in fact, challenges white masculinity, which 
greatly threatens Japanese men’s masculine potency. Therefore, her multiraciality helps the 
Japanese nation redeem its masculinity and imagine a new and more equal relationship with the 
West.   
          Moreover, Wanibuchi’s mother is from Austria, which was not a member of the Allied 
Powers during World War II. It means that Wanibuchi does not have a single drop of the former 
enemy’s blood. This also allows her to be separated from racially mixed GI babies and to be 
accepted in Japanese society even in the early postwar years. Specifically, at the moment that 
anti-Americanism was intensifying due to the U.S.-Japan Security Treaty of 1951, the Korean 
War, and anti-base movements in Japan, her mother’s Austrian heritage contributed to 
constructing Wanibuchi’s “Europeanness,” as opposed to “Americanness.”      
          As Wanibuchi’s Japaneseness and Europeanness are evidently highlighted in the articles 
featuring her round-the-world trip, her cultural and racial hybridity was acknowledged and 
accepted. Also, given that Japanese citizens were not yet allowed to travel abroad solely for 
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sightseeing at that time, the representation of her international trip served to construct the future-
oriented image of Wanibuchi as a cultural mediator bridging across different countries and 
peoples. This imagery of the mixed race star agreed with the self-image of Japan soon becoming 
a prominent player on the global economic stage.        
           Ultimately, Wanibuchi’s cultural and racial “hybridity” stands in a stark contrast with the 
“impurity” of mixed race occupation babies⎯the unfavorable legacy of the war from the past. 
As a harbinger of Japan’s bright future, the representation of the mixed race girl star served to 
render the memories of Japan’s defeat in World War II and the subsequent occupation slipped 


















          Emily Takami was born in Tokyo in 1955. According to articles published in Nakayoshi 
and Ribon, she was born to a Japanese mother and a British Australian father who worked as a 
foreign trader in Japan. Like Haruko Wanibuchi, her parentage informs that she is not a so-called 
“GI baby.” In 1962, Takami debuted as a model at the age of six, appearing on the cover of the 
first issue of the girl’s magazine Shōjo Friend [Girls’ Friend] (Kinokuniya Company, 2016). She 
also made appearances in several films targeted at children (e.g., Ōgon Batto [Golden Bat], 1966; 
Kamen Raidā tai Jigoku Taishi [Masked Rider vs. Hell Ambassador], 1972; Kamen Raidā tai 
Shokkā [Masked Rider vs. Shockers], 1972) and some television dramas.  
          Compared to Wanibuchi, Takami visually looks more Western (i.e., “whiter”). In the 
December 1963 issue of Nakayoshi, in the written text, she describes herself as “an ainoko [a 
child of mixture] with blond hair and blue eyes.” On the page, she introduces a new fiction 
featuring a white-Japanese mixed race orphan who has blond hair and gray eyes. Thus, Takami 
emphasizes the similarity between the main character of the fiction and herself. Whereas her 
white heritage is visible and easily recognizable, the color of Takami’s hair is, in fact, more like 
chestnut brown and her eye color looks like brown in photographic images. In the written 
explanation, as “blond hair” and “blue eyes” function as metonymies and symbolize 
whiteness/Westernness in Japanese culture, Takami’s whiteness is foregrounded and, in a sense, 
exploited in order to advertise the fiction.    
          Moreover, unlike Wanibuchi who has Japanese first and last names, Takami has a 
European first name⎯Emily. She usually uses the name Emily Takami, but she also has two 
other names, Emily Baird (English name) and Emi Takami (Japanese name).  
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As Daniel Nakashima (2001) posits, one’s name is a site of political struggle in which 
“conventional racial classifications can be transgressed, accepted, or ignored” (p.113). Since 
names are read as signifiers of one’s affiliation to a specific racial and/or ethnic group, racially 
mixed people can, to a certain degree, control the ways by which they are racially/ethnically 
classified, by changing their given and/or surnames (Nakashima, 2001). Indeed, given that 
“Takami” is her mother’s maiden name and that Japan has a patriarchal naming tradition, her 
name “Emily Takami”⎯a combination of an English first name and a Japanese last 
name⎯seems to have been chosen and used for the purpose of foregrounding her mixed racial 
background. In addition, her phenotypically white appearance worked well with the 
multiracial/multicultural name. Ultimately, her multiraciality is, I would argue, positively viewed 
as “sellable” within Japanese popular culture.   
          In the 1960s, she regularly appeared in the Nakayoshi and Ribon magazines. She was also 
featured in some other girls’ magazines and in commercial advertisements. In 1960, Haruko 
Wanibuchi turned fifteen years old, and it seemed that she became too old to be an idol for the 
readers of Nakayoshi and Ribon. Therefore, Takami took over Wanibuchi’s position as a racially 
mixed star in these girls’ comic magazines. Indeed, mixed race girl stars were already popular at 
least within Japanese girls’ culture even in the early postwar years. Subsequently, more mixed 
race stars emerged and contributed to a konketsuji boom in the 1960s.  
          When the white-Japanese mixed race dolls Licca-chan were created in the mid-1960s, the 
development team of the toy company Takara devoured girls’ comic magazines, including 
Nakayoshi and Ribon, in which Takami regularly appeared (Kojima, 2009). Licca-chan’s racial 
background was decided as white-Japanese, in part because Emily Takami was popular with 
young girls in the 1960s (Tano, 1993). Considering using Takami for the advertisement, the 
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development team called the mixed race dolls “Emily” before officially naming the dolls “Licca” 
(Kojima, 2009).  
          Though racially mixed people were getting more popular in Japanese media culture into 
the 1970s, Takami gave up her career as a model/actress in the early 1970s. In 1973, she got 
married to Kunio Hatoyama, a Japanese politician who served as Minister of Justice (2007-2008) 
and Minister of Internal Affairs and Communications (2008-2009), a brother of Yukio Hatoyama, 
the 93rd Prime Minister of Japan (2009-2010), and a grandson of Ichirō Hatoyama, the 52nd, 
53rd, and 54th Prime Minister of Japan (1954-1956) (Kinokuniya Company, 2016). Since then, 
Takami has been known as the politician’s wife⎯Emily Hatoyama.   
          In June 1963, Emily Takami appeared in both Nakayoshi and Ribon for the first time. She 
appeared mainly as a model in these girls’ comic magazines throughout the 1960s. Closely 
looking at photographic images of Takami published in the girls’ magazines, this chapter 
illuminates the ways in which her whiteness was highlighted, fetishizsed, and commodified in 
Japanese consumer culture. This chapter argues that, in the context of the postwar economic 
miracle in Japan, whiteness came to be viewed as a symbol of an affluent lifestyle coming out of 
American consumerism, and Takami’s whiteness linked with such a Western lifestyle served to 
overshadow the image of whiteness/the West as the former enemy as well as to separate her 
image from that of mixed race occupation babies intimately entangled with the memory of 
Japan’s defeat in World War II. Let us now explore the ways in which the white-Japanese mixed 






          Like Haruko Wanibuchi, Takami has a sister. Her sister, Lisa Takami, was born in 1949 
during the U.S. Occupation of Japan and is six years older than Takami. She was also a mixed 
race girl star during the 1960s. It is worth pointing out that, like Emily Takami, Lisa used the 
combination of a European-sounding first name and a Japanese family name.30 Thus, her 
multiraciality was foregrounded rather than being suppressed and hidden. Takami and her sister 
appeared together in several photographs printed in Nakayoshi and Ribon, and this helps to shape 
the image of the mixed race sisters different from occupation babies and to be welcomed by 
readers and by the larger Japanese community.  
          When Takami made her first appearances both in Nakayoshi and Ribon in 1963, she was 
introduced as Lisa’s younger sister. In the June 1963 issue of Ribon, the black-and-white two-
page spread titled “Aoi Me no Terebi Tarento: Lisa Takami” [A Blue-Eyed TV Star: Lisa 
Takami] features Lisa’s lifestyle. In one of the photographs in the spread, resting her cheek 
against Lisa’s face, Takami is smiling and holding a stuffed bunny. Sitting next to her, Lisa is 
also smiling and holding a similar bunny. The caption along with the photograph says, “Click! 
She and her younger sister Emily are really close.” As the word “blue-eyed” in the title suggests, 
their white heritage is acknowledged or even highlighted. The word “blue-eyed” functions as a 
symbol of whiteness, rather than accurately describing the eye colors of the sisters. Their “blue 
eyes” seem to be favorably viewed as beautiful, although this is based on the exoticization of the 
West and on the fetishization of whiteness. As “blue eyes” functions as metonymy for white 
people in the December 1963 issue of Nakayoshi discussed above, it was (and still is) frequently 
used to signify whiteness in Japanese contexts. For instance, during the U.S. Occupation of Japan, 
Japanese people called Douglas MacArthur “aoi me no Shōgun” (blue-eyed General) (Koshiro, 
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1999), although his eye color was not recognizable in black-and-white photographic images 
circulated at that time, and, therefore, “blue-eyed” did not necessarily mean that MacArthur 
actually had blue eyes. As such, in the discourse of whiteness in Japan, “blue eyes” have been 
fetishized as one of the most important racial signifier.  
          Discussing the fetish of colonial discourse, Bhabha (1983) maintains that (black) skin is 
“the most visible of fetishes” (p. 30). Yet, “white” skin does not work as a visible signifier in 
Japanese contexts, in part because skin color is usually not a marker of Japaneseness. Unlike 
“black” skin, “yellow” skin is not generally an epistemological and pigmentary opposition vis-à-
vis “white” skin. “White” skin is, in actuality, not visually very different from Japanese “yellow” 
skin. Also, “white” skin as a norm is unmarked in Japanese society, as Japan has been 
bombarded with white representations in the media imported from the United States and Europe. 
Therefore, the difference between “white” skin and “yellow” skin is to a great extent invisible at 
least to the eye of the Japanese. Indeed, as observes Wagatsuma (1967), since their first 
encounter with white Westerners in the mid sixteenth century, Japanese people have been much 
more interested in their eye colors than their skin colors. Thus, “blue eyes,” albeit not always 
blue in literal terms, functions as a fetishized racial signifier in Japanese imagination.  
          In the spread, fetishizing the Takami sisters’ “blue eyes,” their whiteness is rendered non-
threatening. In addition to the fetishization of their whiteness, their Japaneseness is also 
acknowledged. In another photograph in the two-page spread, clad in a kimono, Lisa sits on her 
heels and performs Japanese flower arrangement in a Japanese-style room. The caption reads: “I 
really love learning Japanese flower arrangement and tea ceremony, wearing a kimono.” The 
photograph accompanied by the written text thus assures that Lisa is culturally Japanese like the 
reader/spectator. In this way, her lack of Japaneseness in her multiracial body is compensated by 
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her cultural competence. Ultimately, this emphasis on her Japaneseness combined with the 
fetishization of the sisters’ whiteness helps to make their multiraciality palatable.  
          Furthermore, similar to the case of the Wanibuchi sisters, the physical similarity between 
the Takami sisters helps to make their mixed racial backgrounds acceptable and legitimate. 
When Takami and Lisa appear together in photographs in Nakayoshi and Ribon, the settings are 
usually related to leisure. Therefore, they are appropriately dressed for each occasion in order to 
make the photographic images effective and appealing. The sisters are dressed similarly, and the 
resemblance between the two is visually enhanced. 
          In the June 1963 issue of Nakayoshi, the double-page photo spread titled “Furawā Shō: 
Nihon no Hana, Sekai no Hana” [Flower Show: Flowers in Japan and Flowers in the World] 
portrays the Takami sisters enjoying the flower show taking place in a suburb of Tokyo. Both 
Takami and Lisa wear blouses with fashionable neck-ties and mid-length pleated skirts. Crossing 
their right legs in front of their left legs, the sisters hold hands with each other. Their poses 
appear synchronized, and the visual synchronization gives an aesthetically pleasing effect. This 
not only signifies their loving sisterhood but also accentuates the similarity between them. 
Takami and Lisa are seemingly alike, and their similar looks work as a sign that they have the 
same biological father and mother and that they have been growing up in a stable family 
environment. Like photographs of the Wanibuchi sisters, representations of the mixed race star 
Emily Takami with her sister serve to construct her image in contrast with the images of 
occupation babies associated with fatherlessness (or even parentlessness), illegitimacy, and 
prostitution. Specifically for the Takami sisters, it is important to be distinguished from mixed 
race occupation babies, because the sisters’ father is non-Japanese, more specifically Australian. 
Australia was a member of the Allied Powers, and, indeed, a number of occupation babies were 
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born of the relationships between Japanese women and Australian servicemen.31 Therefore, 
Takami’s father’s race and nationality can easily connect these mixed race sisters with 
multiracial occupation babies, even though it is said that he was not a serviceman but a trader.            
          Thus, Takami and her sister Lisa appear together in Nakayoshi and Ribon. By contrast, her 
father and mother never appeared in these magazines. Her parents are not stars or celebrities, and, 
therefore, it is no surprise that they made no media appearances. Yet, it is worth pointing out that 
the absence of her parents stands in contrast with the fact that Wanibuchi’s father and mother are 
featured in the girls’ magazines several times.  
          Be it intentional or not, the absence of Takami’s parents in her photographic 
representations in the girls’ magazines helped to construct her image as a racially mixed star, 
which is separated from occupation babies, and to submerge the memories of World War II and 
the occupation. In post-occupation Japan, what the representation of Japanese women-white men 
couples generally recalled was interracial intimate relationships between panpan girls (Japanese 
prostitutes) and GIs. As Dower (1999) argues, the panpan walking arm in arm with her GI 
companion wounded national pride and masculine pride in particular. This image of panpan girls 
accompanied by GIs was a powerful symbol of the sexually conquered Japan widespread in the 
postwar period. Ironically, panpan asobi⎯playing a prostitute and a GI⎯became one of the 
most popular activities among young boys and girls in 1946 (Dower, 1999). Furthermore, in the 
edited volume Kichi no Ko: Kono Jijitsu wo Dou Kangaetara Yoika [The Military Base 
Children: How to Contemplate This Reality] (1953), in their essays, while discussing their 
concerns about public safety and morals, children express hostility toward GIs as well as panpan 
girls. These examples indicate that the image of panpan girls consorted with GIs was widespread 
even among children. As Akiyuki Nosaka’s “Amerika Hijiki” [American Hijiki] (1967) reveals 
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that memories of humiliations during the U.S. Occupation still lingered in 1960s Japan, the 
representation of Takami’s mother and father⎯a Japanese woman and an Australian 
man⎯could remind the readers of the image of a panpan and a GI in occupied Japan. As such, 
their absence in photography in the girls’ comic magazines contributes to constructing a “clean” 
image of Emily Takami as a mixed race girl star.         
 
Race, Western Lifestyle, and Cute Things 
          In contrast with Haruko Wanibuchi who appeared primarily in star photography and 
feature articles in Nakayoshi and Ribon, Emily Takami as a commercial model frequently made 
appearances on pages of these magazines that advertise giveaways, introducing various newly-
marketed products for girls, such as pianos, bikes, dolls, pajama gowns, and swimsuits, just to 
name a few. In photography, surrounded by a lot of goods, Takami is represented as an avid 
consumer as well as a generous provider of giveaway items for the readers. In addition to 
giveaways, both Nakayoshi and Ribon came with a lot of free gifts, such as notebooks, stickers, 
postcards, comics, et cetera. These free cute items indeed attracted girl readers and helped 
intensify their desire to buy the magazines. In Nakayoshi and Ribon, Takami plays a role in 
advertising free gifts that come with upcoming issues of these magazines. As such, Takami is 
represented as a consumer, and her whiteness functions as a symbol of the much-coveted affluent, 
Western lifestyle in these girls’ magazines.  
          In June 1963, Takami made her first appearance as a model in Nakayoshi. In the 
photograph, resting her hands on the organ keyboard, she turns to face the camera/spectators and 
shyly smiles. In the black background are colorful roses. She wears a ribbon tie back dress in hot 
pink. The collar and puff sleeves are adorned with white lace. Her hair is tied with white ribbons 
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into twin tails, and she wears a big “diamond” ring. The caption reads: “Yamaha Electronic 
Organ Giveaway.”  Underneath the photographic image of Takami, there are the images of 
eleven items for giveaways. These items include a French doll, camera, hiking basket, bracelet, 
travel beverage bottle, handkerchief, phonograph record, multicolored abacus, nail clipper 
keychain, calligraphy kit, and Disney watch.   
          In the early 1960s, to own an electronic organ and to take organ lessons were still 
considered luxury and, perhaps, even unrealistic for some girls in Japan. In the middle of rapid 
economic growth in the late 1950s and 1960s, black-and-white television, washing machines, 
and refrigerators were called sanshu no jingi (the three divine appliances) and became 
increasingly used in Japan. Yet, in 1960, only 45% of the population owned a washing machine, 
54% owned a television, and 15% owned a refrigerator (Yoshimi, 2007). Given this, it is not 
difficult to imagine that an electronic organ as one of non-essential items was still beyond the 
reach of most Japanese girls in the early 1960s. In the photograph of Takami with the electronic 
organ, therefore, the organ signifies an extravagant lifestyle.         
          Moreover, how Takami is dressed reinforces the image of affluence. Indeed, she looks 
almost overdressed in the photograph. She is portrayed as a girl having everything Japanese girls 
want. A lot of ribbons, a lace-adorned pink dress, and a diamond ring as well as red, pink, and 
yellow roses in the background make the visual image “busy.” This visual effects work to create 
the image of Takami’s lifestyle inundated with goods. The visual image of roses also helps 
accentuate her beauty and girlishness. Also, the eleven giveaway items underneath the image of 
Takami appear as if they all are her belongings. Arguably, like the electronic organ, these items 
were non-essentials, which were added symbolic values, and, therefore, they were regarded as 
bourgeois luxuries for young girls in 1960s Japan.   
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          As such, the photographic image as a whole is filled with commodities and serves to 
construct the image of Takami as a consumer enjoying a luxurious life, which echoes an 
American lifestyle idealized by Japanese people in post-occupation Japan. In the photograph, her 
white-looking appearance makes the image look “natural” and convincing, because an affluent 
lifestyle was associated closely with white America represented in the U.S. media, such as films, 
sitcoms, and cartoons (e.g., Blondie, I Love Lucy, Sabrina, etc.) popular with Japanese people in 
the postwar period.  Whiteness was, I would argue, equated with an affluent lifestyle in postwar 
Japan, and, therefore, Takami’s whiteness helps to enhance the efficacy of the photographic 
image.  
          The image of Takami as an enthusiastic consumer is more straightforwardly represented in 
Ribon. Takami regularly appears in the page entitled “Ribon Department Store” [Ribon Depāto]. 
“Ribon Department Store” advertises giveaway items and explains how to enter to win prizes. In 
order to enter the giveaways, the readers are asked to pick a couple of items from among a 
number of products lined up. As the title “Ribon Department Store” suggests, it provides the girl 
readers, i.e., prospective consumers, with the virtual experience of shopping.  
          In the photograph on the page of “Ribon Department Store” in the November 1966 issue, 
against a painted backdrop of a department store, Takami sits and holds three wrapped boxes 
with a red bow on top. Dressed in a white blouse with a ruffled collar and a red sleeveless dress 
in layers, she smiles at the camera/spectators. Another girl, a monoracial Japanese model, sits 
back to back with Takami. Wearing a sweater in white and a skirt in dark gray, she puts her 
finger to her chin and gives a wistful look at Takami. Thirty-one giveaway items with price tags 
are displayed around the two girl models. The items are arranged against a colorful backdrop, 
and this has the visual effect of making these products look cute and fun. These include fancy 
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items, such as a flower ring, a transistor radio with a red case, a 35-color pencil set, a necklace, a 
heart-shaped cushion, a music box, et cetera. The caption says, “Get items you want up to 4,000 
yen!”32 
         In the photograph, the monoracial Japanese girl is visually juxtaposed with Takami. Her 
somewhat “sad-looking” outfit in neutral colors makes a stark contrast with Takami’s red dress, 
which looks happy, passionate, and vivid. Also, the monoracial girl’s facial expression and pose 
highlight that she envies Takami’s material affluence and lifestyle. In the photograph, the 
monoracial girl model is therefore represented as a Japanese individual who glorified American 
consumer culture but could not yet afforded to enjoy such a luxurious lifestyle in the postwar 
period. On the other hand, Takami’s whiteness/mixed raceness with a drop of “white blood” 
distinguishes her from the monoracial model in particular and the Japanese in general. Her 
whiteness/mixed raceness qualifies her to enjoy an American lifestyle. As the antithesis of 
Japaneseness and its perceived indomitable uniqueness, the whiteness of Takami is foregrounded 
in the photograph. Here, whiteness and its impure cousin⎯mixed raceness⎯are lumped together, 
and the difference is trivialized. These different identities are simply relegated to the Other, 
although the Other is no longer an enemy. The white/Western Other rather fascinated the 
Japanese within the emerging consumer culture in postwar Japan.  
          Among the giveaway items offered by Nakayoshi and Ribon, the most interesting item 
would be a “room”⎯a space in which a lifestyle is lived. In the June 1965 issue of Ribon, 
Takami appears as a model in the advertising for the child’s room giveaway. Children’s rooms 
became common in Japan in the early 1970s. In the mid-1960s, children’s rooms were still 
luxuries and were associated with a Western style of living (Ōtsuka, 1989). The advertisement 
explains that Ribon gives away a personal study room (in the photograph, it actually looks like a 
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small prefabricated hut, separated from the main house) and builds it for the winner. The caption 
says that “It is not a dream!! We will build a room for you, and you will get your own room!!” 
This feeling of excitement evoked by the caption shows that having one’s own room was a big 
deal for Japanese children in the mid 1960s. In the advertising photography, while opening a 
book, Takami sits down by the desk on which a pink-colored cloth is spread. She gives a big 
smile at the camera/spectators and looks very happy and satisfied. She is in a light blue dress 
adorned with a white ribbon and ruffles. A light blue ribbon in her hair matches her dress. Her 
outfit in light blue creates a nice harmony with her pink-themed room and gives the entire image 
a girlish touch. The room does not look very spacious but is full of many “cute” items, including 
a basket filled with flowers, dolls in red and pink dresses, star posters, bags, a lamp, a bird in a 
cage, a cotton candy pink window valance, and pink polka dot ruched drapes tied back with pink 
ribbons. The camera captures the details of each item, focusing equally on Takami and on her 
belongings. The photographic image suggests that Takami is the owner of the room, and, at the 
same time, like the goods on display, she is part of the room.  
          Although a room became a giveaway item only once in that June 1965 issue of Ribon, girls’ 
bedrooms were used as motifs in editorial photography many times in the girls’ magazine 
thorough the 1960s. And, Takami made frequent appearances in such editorial photography. 
Given that her whiteness/mixed raceness was associated symbolically with a “lifestyle,” this 
would come as no surprise.  
          Japanese cultural critic and folklorist Eiji Ōtsuka (1989) argues that the girl’s room is the 
key to understanding shōjo (girls) in Japanese consumer culture. He maintains that the girl’s 
room is a closed space farthest from the meaning of living, isolated from everyday life and 
economic production. Neither her father nor her mother exits in the girl’s room. There is not 
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enough lived-in feel in the girl’s room. As such, it is far removed from daily life. It is in this 
closed, isolated girl’s room that girl’s identity within Japanese consumer society is shaped.  
          Analyzing the articles featuring girl idols and their rooms in the Dunk magazine published 
in the 1980s, Ōtsuka (1989) observes that the sum of “things” in their rooms is equated with the 
idols. These “things” are “cute (kawaii) things” that are not absolutely necessary for living and 
have no use values. “Cute things” construct girls’ world, and girls identify with the sum of “cute 
things.” Girls or more precisely shōjo are “off the production line” (Treat, 1996, p. 281). Ōtsuka 
(1989) claims that, for shōjo as consumers who only play with “things,” i.e., signs, the girls’ 
room is a toy box in which “cute things” and “cute” selves are stored together. 
          Indeed, rooms represented in editorial photography in Ribon published in the 1960s are 
full of “cute” items. These “cute things” play a crucial role in constructing the room and the 
model(s) as “cute.” In addition, as American/Western lifestyle was much coveted and children’s 
rooms were associated particularly with a Western style of living in postwar Japan, “cute things” 
in the girl’s room were complexly intertwined with whiteness/Westernness.  
          In the August 1966 issue of Ribon, Takami appears in an editorial photograph titled 
“Yume no Oheya” [Dream Room]. In it, Takami sits next to two dolls on an orange chair, 
dressed in a white lacy blouse and a baby blue skirt. She wears white lace trim socks and white 
shoes. Shoes here are an ostensible marker of Westernness, since people take off their shoes 
inside a house in Japan. As usual, Takami is cutely (over)dressed. She gives a big smile at the 
camera/spectators and strikes a pose, holding a pink flower coffee mug. She looks relaxed and 
happy. In the room is another girl model who looks monoracial Japanese. She wears a pink dress 
with a black ribbon embellishment and simple white socks and black leather loafers. She holds a 
record disk, sitting in front of a record player on the carpeted floor and smiling at the 
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camera/spectators. Positioned at the center of the room as well as of the photograph and dressed 
in the cuter outfit, Takami outshines the monoracial model. This suggests that Takami is the 
primary character/model in the photograph and the owner of the room.  
          The room is white/pink-themed. Western-style furniture⎯cabinets and a nightstand⎯and 
the walls are all white. A bedspread, curtain panels, a cushion, freshly-cut roses, a flower base, 
plant pots, a tablecloth, a lamp shade, and a swan-shaped ornament are all pink. In the girl’s 
room, there are more goods, including but not limited to, a bird in a cage, a photo frame, books, a 
jewelry box, a hobbyhorse, a clock, and a painting. As such, Takami is inundated with countless 
“cute things,” which are not really basic necessities.         
          In keeping with Ōtsuka’s analysis of the idol’s rooms in his Shōjo Minzokugaku 
[Ethnography of the Girl] (1989), in the editorial photography in Ribon, the camera focuses not 
only on Takami but also on the items placed in the room. It is a long shot and shows a full view 
of the girl’s room. In other words, every item in the room is captured in the shot, and, indeed, the 
camera eye gazes at details of each. This suggests that every single item is crucial to construct 
the image of Takami. The sum of “cute things” in the Western-style room is equated with her. As 
such, in the photograph, she is represented as a “cute” girl who possesses “cute” items, and, at 
the same time, she herself is part of the “cute” room.  
          In Japanese girls’ culture, a Western style, i.e., Westernness/whiteness, is even viewed as 
“cute.” Entangled with cuteness/stylishness, Westernness/whiteness comes to be desired and 
consumable. That is to say, Westernness/whiteness is no longer viewed as a threat in Japanese 
consumer culture. In the photograph, with the other “cute things,” Takami and her whiteness is 
thus “thingfied.” Moreover, Takami’s whiteness/mixed raceness helps her fit the Western-style 
room and create a visual unity. In this sense, her whiteness as Otherness is barely visible. 
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However, at the same time, her whiteness/mixed raceness symbolically works to legitimate her 
affluent Western lifestyle and to give a “reality” to the image. In the photography, Takami as a 
white-Japanese mixed race girl model is part of the room and signifies the affluent Western 
lifestyle. The “cute things” in the room work together to create the girl’s world.    
 
Princess  
          Due to Japan’s significant economic ascent in the postwar period, Japanese people needed 
to redefine Japanese culture and identity. Indeed, as observes Eiji Oguma (2015), the dislocations 
of rapid economic growth caused confusions and feelings of guilt and anxiety among Japanese 
people. Oguma (2015) argues that the student uprisings in the 1960s were a reaction to Japan’s 
sudden transformation from a poor developing country to a prosperous developed country in the 
context of unprecedented postwar economic growth. Like those students who participated in the 
uprisings, filled with anxieties, some people rejected bourgeois lifestyle and materialistic 
temptations. On the other hand, it seems that others, particularly girls and women (often without 
much education due to gender inequality), responded to such a transformation differently. They 
were more likely to welcome the social change, and, indeed, postwar economic recovery rather 
inspired and motivated them. They dreamed of self-transformation and aspired to climb the 
social ladder. In the late 1950s and the 1960s, “princess,” associated with high society, wealth, 
and beauty, became popular with Japanese girls and young women. As a luxury lifestyle and 
beauty were often equated with Westernness/whiteness in media culture in post-occupation 
Japan, “princess” was inextricably intertwined with the concept of whiteness and fascinated 
Japanese girls dreaming of their bright future against the backdrop of unprecedented economic 
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growth. Ultimately, the concept of the princess is the key to understanding the representation of 
Emily Takami as white-Japanese mixed race star produced within Japanese girls’ culture. 
          On November 27, 1958, the engagement of Crown Prince Akihito to Michiko Shōda was 
formally approved, and the royal wedding took place on April 10, 1959. Since Michiko was the 
first commoner, albeit a wealthy one, to join the imperial family, the media covered the royal 
marriage as a fairy tale romance. For example, the December 8, 1958 issue of Shūkan Shinchō 
[Weekly Shinchō] celebrates Michiko, by saying that she is a twenthieth-century Cinderella who 
must write an important page in the history of the Japanese imperial family (Ishida, 2006). 
Indeed, Michiko was frequently likened to Cinderella in the media. Japanese people welcomed 
this “girl from outside” as a new crown princess (“The Girl From Outside,” 1959), taking their 
marriage as a symbol of democracy in postwar Japan. Specifically, young women adored 
Michiko, enthralled by her beauty, intelligence, global mindset, and her fashion. Her fashion 
style was called “Princess Look” and imitated by many Japanese women. The welcoming mood 
known as “Michi Boom” (Michiko Boom) swept across the nation for four months after their 
engagement (Ishida, 2006). Michi Boom greatly contributed to the exponential increase of 
television penetration rate in 1958 and 1959 (Yoshimi, 2004, 2007).  
          In addition to the popularity of Princess Michiko, many other princesses in different 
countries, including Elizabeth II, Princess Margaret, Princess Grace of Monaco (a.k.a. Grace 
Kelly), and Princess Sofia of Spain, were often featured in the Japanese media, particularly, in 
women’s magazines, in the 1950s and 1960s (Ishida, 2006). Like these princesses, Jacqueline 
Kennedy as the first lady and her daughter Caroline gained popularity among Japanese girls 
when John F. Kennedy was in office, and they continued to catch the media spotlight after JFK’s 
 122 
death. As Ishida (2006) points out, it is not princes but princesses that get considerable attention 
from the Japanese media in general and women’s magazines in particular.     
          Furthermore, an increasing number of fairy tales were retranslated and published in Japan 
in the wake of the U.S. Occupation. These fairy tales, including Grimm’s and Andersen’s works, 
were first imported from the West during Meiji period (1868-1912). For example, in 1954 and 
1955, Gurimu Dōwa Zenshū [The Complete Works of Grimm’s Fairy Tales] was published by 
Kawade Shobō (Suda, 1991). Also, several Walt Disney’s fairy-tale animation films, such as 
Snow White and The Seven Dwarfs (1937), Cinderella (1950), and Sleeping Beauty (1959), 
premiered in Japan in the 1950s and 1960s. Not surprisingly, these princesses are all white. The 
Disney classics, as Henry Giroux (1999) posits, privilege and universalize whiteness. The 
popularity of fairy tales and white princesses demonstrates that Westernness/whiteness came to 
be more and more consumed and normalized in post-occupation Japan. Ultimately, consuming 
and glamorizing whiteness represented in the media served to make whiteness both visible and 
invisible in the Japanese cultural landscape and mask the on-going unequal relationship between 
Japan and the West/the United States as the former enemy/occupier.        
           In harmony with these trends in Japanese popular culture, several comics in which the 
main characters are princesses were serialized in Nakayoshi and Ribon. Indeed, well-known 
comic artists contributed to such trends. To give an example, from 1963 to 1966, Osamu 
Tezuka’s Ribon no Kishi [Princess Knight] was printed in Nakayoshi. Princess Sapphire is the 
lead character in the comic and is presumably white. Ribon no Kishi is one of the most important 
works in the history of Japanese girls’ comics in the sense that it made a great contribution to 
creating shōjo manga (Japanese girls’ comics) as a new genre. The TV anime version of Ribon 
no Kishi was aired in 1967 and 1968 as well. Also, it is worth pointing out that it is well known 
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that Tezuka’s work was deeply influenced by Walt Disney (e.g., Natsume, 1997). In Ribon, 
Masako Watanabe’s Ōjo Minako [Princess Minako] was featured from 1963 to 1965. In fact, the 
main character Princess Minako is a mixed race Japanese (Princess Minako in Ōjo Minako will 
be closely examined later in Chapter 5). On top of these comics, a lot of fictions revolving 
around princesses were published in both girls’ magazines. Also, it is worth noting that, in April 
1959, Nakayoshi was sold together with a free gift⎯a photo book of Crown Prince Akihito and 
Crown Princess Michiko⎯because they were married in that month. The June 1959 issue of 
Ribon featured Akihito and Michiko in editorial photography. Furthermore, when John F. 
Kennedy was assassinated, Ribon ran a feature story titled “Kyarorain-chan wo 
Hagemashimashō: Kanashimi ni Kureru Kenedi Ikka” [Our sympathies to Caroline: The 
Kennedys lost in grief].         
          As such, not only actual princesses but also the princess motif attracted Japanese girls, and 
they begun to consume the princess as a commodity in the mid to late 1950s. As princesses 
represented in Japanese media and popular culture are mostly American and European, the 
princess motif is intimately linked with the concept of whiteness. Given that an affluent lifestyle 
was associated with Americanness/Westernness in post-occupation Japan and that whiteness has 
been considered a beauty standard in Japan, it is no surprise that whiteness is linked with the 
image of the princess. Although Princess Michiko is a monoracial Japanese princess, her story 
was narrated based on the similarity between her and Cinderella⎯a white princess beloved by 
Japanese girls. That being the case, in the Japanese cultural landscape, “princess” is connected to 
and imagined as whites/the West.  
          As the princess motif was popular in Nakayoshi and Ribon, wearing a gorgeous dress and a 
tiara, Takami was represented as a princess quite often in editorial photography in these girls’ 
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magazines. She appeared as Thumbelina, Cinderella, Sleeping Beauty, Princess Sapphire (the 
princess character in Ribon no Kishi), et cetera. Among these princesses, Cinderella has been 
perhaps the most popular princess in Japan, and, also, as Crown Princess Michiko was likened to 
her, Cinderella has functioned as a symbol in an important way in Japanese popular culture. Let 
us closely look at the representation of Emily Takami as Cinderella in 1960s Japanese girls’ 
magazine culture.  
          In the October 1965 issue of Ribon, Takami appears as Cinderella in the centerfold 
photograph. Takami is positioned at the bottom right of the photograph. It is a medium close-up 
shot. She is dressed in a white gown dripping with lace and ruffles, accessorizing her outfit with 
sparkling accouterments, including a tiara, lace gloves, and pearl jewelry. Carefully holding a 
delicate glass slipper in both hands, she is happily smiling and looking upward. Her upward-
looking face, as Dyer (1997) suggests, alludes to aspirations. Takami/Cinderella looks like she is 
dreaming of a bright future. In the background is an iconic scene from Cinderella. Indeed, in the 
centerfold photograph, the images of the two scenes are layered. This makes it possible for 
spectators to see these scenes simultaneously. In the background, Takami/Cinderella runs down 
red-carpeted stairs and loses one of her glass slippers on steps. Behind Takami/Cinderella is the 
Prince about to chase her. In this way, the images of the different scenes visually narrate the 
story in the spread.  
          In the photography, performing the white princess Cinderella, Takami is represented as 
“white.” Whereas her Japaneseness is downplayed and ignored, her whiteness is highlighted by 
the use of visual effects in the photograph. Light falls onto Takami/Cinderella’s upward-looking 
face. Light from above makes her skin color lighter and renders her white skin glowing. Indeed, 
there is a sparkle, which is presumably a twinkling star, right next to her face, and this sparkle 
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visualizes and signifies her (white) beauty within and without. As Dyer (1997) observes, light 
helps construct whiteness and the image of Takami/Cinderella as the ideal white woman within 
heterosexuality.  
          What is most interesting about the photograph is that Takami/Cinderella wears a dazzling 
white gown. It is safe to say that Cinderella is synonymous with her iconic light blue ball gown 
in one’s imagination. Indeed, in the 1950 Disney animation film, Cinderella is dressed in a light 
blue gown in the same scene as the one depicted in the centerfold. Nevertheless, 
Takami/Cinderella is dressed in a pure white ball gown in the photograph. There remains a 
possibility that the white gown was chosen by sheer chance, however, it certainly has the effect 
of accentuating her whiteness. Specifically, given Takami’s racially ambiguous appearance, the 
costume plays an important role in bringing her whiteness to the fore. In addition to the lighting 
effects, her pure white gown makes her look glowing and gives the overall impression of the 
image of her as “white.” Her accessories, such as lace gloves and pearl jewelry, are also all white 
and enhance the effects. All of these white items work together with the white dress in order 
optically to construct Takami’s whiteness. As Dyer (1997) argues, coupled with white skin color, 
white clothing can give a glowing effect. And, the sense of glow alludes to heavenliness and 
inner beauty intimately associated with white femininity. As such, wearing a white gown and 
accessories, Takami/Cinderella is constructed as white beauty in the photography.       
          Also, the Prince helps create the white world of Cinderella in the photograph. 
Nevertheless, since the Prince stands at the top of the stairs and is positioned distant from the 
camera, the size of the Prince in the photograph looks tiny. Moreover, wearing a light blue jacket 
and white tights, he is almost blended into the blue-white ombré background. These suggest that 
the main focus is on Takami/Cinderella and that the Prince is perhaps not so important. The 
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photograph is accompanied by written text, and the story is briefly told. Only reading the written 
text, the reader can make sure who he is and what he is doing in the photograph.      
          Laura Miller (2008) argues that, in Japan, Cinderella has been read as a story about self-
transformation and individual achievement rather than a story about romantic love. Moreover, 
the egalitarian message in the story that anyone who believes in their dreams can be successful 
has attracted Japanese girls. Therefore, Cinderella is read as “her” story, and the Prince is to a 
great extent marginalized in the discourse of Cinderella in Japan. Resonant with this discourse of 
Cinderella, in the photographic image printed in the centerfold, the Prince is pushed into the 
background. Even though the size of the Prince in the photograph is very small, his light blond 
hair⎯a sign of whiteness⎯is easily recognizable. The model represented as the Prince is indeed 
a white young man of around Takami’s age. As a marker of whiteness, his blond hair plays a 
pivotal role in maintaining the white/Western world of Cinderella. Associated with high society, 
wealth, and beauty, whiteness is arguably a crucial ingredient in Cinderella. Given the fact that 
Takami/Cinderella is represented and imagined as “white” in the photograph, the whiteness of 
the Prince works to circumvent the portrayal of interracial romance and marriage. Therefore, 
given the way in which the discourse of Cinderella has been narrated in Japanese culture, the 
Prince may not be very important in the story of Cinderella in general and in the photograph in 
particular, but his whiteness is still crucial and needs to be secured in order to portray the white-
white romantic relationship in the photographic image.  
          In the centerfold, Takami performs Cinderella⎯a white beauty, and her multiracial body is 
substituted for a white one. Takami is favorably represented as a beautiful princess, and her 
“white” beauty is arguably idealized in the photographic image. As Murphy-Shigematsu (2001) 
suggests, white-Japanese mixed race people are glorified as ideal beauty, because they have 
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phenotypically white facial and physical features, which are admired by the Japanese, but they 
are Japanese enough to be comfortable for Japanese people. Given that Takami and her 
representation are positively viewed, it seems to be acceptable to use a mixed race model to 
represent a white person. However, having white-Japanese mixed race actors performing 
monoracial whites can be considered “whiteface” practices, and it would result in disregarding 
lives and experiences of multiracial people. Most importantly, representing white-Japanese 
mixed race people as white detrimentally reinforces Japanese perception of mixed race Japanese 
as “non-Japanese” and “foreigners.” By suppressing their Japaneseness, such representations of 
mixed race people necessarily otherize and exclude them from the Japanese community. 
Therefore, in the photograph, even though she is glorified as beauty, Takami as Cinderella is 
problematically reduced to “white.” Whitewashed imagery of mixed race people makes them 
more easily consumable and non-threatening, because they no longer disturb the myth of 
Japanese racial homogeneity. Ultimately, such imagery leads to the marginalization and the 
dehumanization of white-Japanese mixed race people and allows the Japanese to ignore the 
opportunity to address issues of race and miscegenation in Japan. 
 
Commodifying Race: Mixed Race, Whiteness, and Lifestyle  
          Japan experienced rapid economic growth in the 1960s. Moreover, the Sato administration 
brought about political stability and contributed to conservative political discourse after the 1960 
U.S.-Japan Security Treaty protests. Japan’s significant economic growth and political stability 
required that Japan redefine its identity and culture. Also, in the process of globalization (or 
“internationalization” as it was then called), the number of Japanese people visiting and working 
in foreign countries skyrocketed. And, the discourse of Japaneseness became a necessity for the 
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Japanese to redefine who they are and to differentiate themselves from others (Aoki, 1994). In 
the mid 1960s, two important nihonjinron writings⎯Haji no Bunka Saiko [A Reconsideration of 
Shame Culture] (1964) by Keiichi Sakuta and Tate Shakai no Ningenkankei [Human Relations in 
A Vertical Society] (1967) by Chie Nakane⎯were published and contributed to constructing and 
disseminating the discourse of Japaneseness, which celebrates and lauds Japanese uniqueness in 
contrast with other cultures. In Haji no Bunka Saiko, Sakuta emphasizes positive aspects of 
shame culture. Sakuta recognizes that Japanese shame culture serves to reinforce group ties and 
to promote anti-authoritarianism. Nakane, in her monograph, highly values Japan’s successful 
modernization and collectivism of Japanese companies, linking Japanese uniqueness to 
“Japanese blood.” Thus, both Sakuta and Nakane have reassessed the characteristics of Japanese 
culture, which are critically discussed in Kiku to Katana (1948). Their reevaluation of Japanese 
culture has given new positive meanings to Japanese “unique” characteristics. 
          Glorifying Japanese uniqueness, the discourse of Japaneseness was becoming a 
commodity into the 1970s. In other words, “Japanese” as race came to be commodified and 
consumed by the Japanese themselves. Not unlike the concept of “Japaneseness,” the 
“whiteness/mixed raceness” of the racially mixed star Emily Takami was consumed as a 
commodity within popular culture in 1960s Japan. In Nakayoshi and Ribon, Emily Takami 
appeared as a model often on advertising-related pages to promote and sell products, and her 
whiteness/mixed raceness was also commodified in Japanese consumer culture. Indeed, Takami 
stands in contrast with the mixed race star/actress Haruko Wanibuchi, who passed as “Japanese,” 
whose “universal” beauty was idealized, and whose association with Western-inspired high 
culture (i.e., violin and ballet) was emphasized.     
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           In Nakayoshi and Ribon, as the combination of her English first name (Emily) and her 
Japanese last name (Takami) indicate, Takami’s mixed racial heritage is openly acknowledged. 
Also, the representations of Takami with her similar-looking sister help her to be distinguished 
from racially mixed occupation babies by suggesting that the sisters, raised in a stable family 
environment, have the same biological parents.       
          However, it is Takami’s whiteness that is most often foregrounded in the girls’ magazines. 
For instance, her brown eyes are described as “blue eyes,” and based on the exoticization of the 
West, her “blue eyes” as a metonymy for whiteness are fetishized. This fetishization of her “blue 
eyes” emphasizes her whiteness, and, at the same time, it renders her whiteness non-threatening 
and consumable. Moreover, as a model, Takami was often represented as an avid consumer 
leading an affluent, Western lifestyle in Nakayoshi and Ribon. In such representations, Takami’s 
white-looking facial and physical features visually function to legitimate her American/Western 
lifestyle. The difference between whites and mixed race people is trivialized, and Takami’s 
whiteness is foregrounded and relegated simply to the Other, which is positioned as the opposite 
to the Japanese in society. Furthermore, the image of Takami as the white Other is more 
obviously constructed when her white-Japanese mixed race body is substituted for a white one. 
Performing a white princess, who is associated with the images of beauty, wealth, and a 
luxurious lifestyle, Takami is favorably represented in the girls’ magazines. Yet, the “whiteface” 
practices disregard an important difference between whites and white-Japanese mixed race 
people and adversely contribute to bolstering Japanese imagination of mixed race Japanese as 
“non-Japanese” and “foreigners.” In this way, racially mixed Japanese people are excluded from 
the Japanese community, and Japanese cultural and racial homogeneity is mythologized and 
safely maintained.  
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          In the context of postwar economic recovery, the image of America/the West characterized 
as material affluence overshadowed its image as the former enemy. In other words, whiteness 
came to be viewed as a symbol of affluence and linked to American consumerism, which Japan 
should follow. Similarly, Takami’s whiteness/mixed raceness is closely linked with a luxurious 
lifestyle and is effectively dissociated from the image of racially mixed occupation babies 
intimately entangled with the memory of Japan’s defeat in World War II. Race is abstracted as a 
“lifestyle,” and, therefore, Takami’s whiteness/mixed raceness is rendered less threatening, and, 
in fact, it is fetishized and envied. As such, race is commodified and consumed in the capitalist 
consumer society.  
          Ostensibly, as a white-Japanese mixed race girl star, Takami became popular and was 
beloved by readers of the girls’ comic magazines. Yet, this does not mean that Takami as 
Japanese is fully accepted in the Japanese community. Reducing her race to a coveted lifestyle in 
visual imagination masks ongoing race relations and anxieties about race mixing in society. 
Takami as a symbol of a luxurious western lifestyle is an object, that is, the Other, and, this 
fetishization produces a comfortable enough distance between Takami and the Japanese reader. 
































          In Part Three, representations of mixed race characters in Japanese girls’ comics published 
in the Nakayoshi and the Ribon magazines are explored. During the 1950s and 1960s, multiracial 
Japanese, including both Black-Japanese and white-Japanese mixed race characters, began to 
appear as main characters in girls’ comics in these magazines. Drawing on semiotics in general 
and theories of manga expression in particular, Chapters 4 and 5 analyze the portrayals of mixed 
race comic characters by paying special attention to forms, lines, and colors. 
          Chapter 4 examines Black-Japanese mixed race characters appearing in girls’ comics 
published from the 1950s into the early 1960s. The examination of these characters reveals that 
Black-Japanese mixed race children are overrepresented as “occupation babies,” i.e., “social 
problems,” linked with negative images, such as parentlessness, illegitimacy, poverty, and lower 
socioeconomic class. As blackface representations of mixed race characters betray anti-Black 
racial ideology and aesthetics prevalent in Japanese society, the Blackness of the characters 
functions to further stigmatize occupation babies and is exploited to dramatize comic narratives. 
This chapter provides insight into the ways in which the overrepresentation of Black-Japanese 
occupation babies in the girls’ comics inadvertently contributed to foisting the blame of the 
former Western Occupation onto Black bodies and to reconstructing the image of the West.    
          Chapter 5 explores representations of white-Japanese mixed race characters that began to 
be featured in girls’ comics into the 1960s. This chapter demonstrates that, in sharp contrast with 
Black-Japanese mixed race characters, white-Japanese mixed race characters are rarely 
represented as “occupation babies” in Nakayoshi and Ribon. In harmony with the portrayals of 
the multiracial girl stars⎯Haruko Wanibuchi and Emily Takami⎯in the magazines, white-
Japanese mixed race characters of European ancestry are glamorized and epitomized as having 
“ideal beauty.” Yet, at the same time, comic narratives and motifs (e.g., Western lifestyle, upper 
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class, blue eyes, etc.) unwittingly but ingeniously assure the Otherness of the white-Japanese 
mixed race characters and draw a strict line between multiracial and monoracial Japanese. This 
chapter provides insight into the ways in which glorified representations of white-Japanese 
mixed race characters in Japanese girls’ comics contributed to shaping a new multiracial identity 
in the emerging consumer culture in the context of rapid economic growth by obliterating the 
presence of and the negative images of racially mixed occupation babies.  
          Comics as a form of visual media are arguably quite different from many other forms of 
visual media, such as photography, paintings, and films, just to name a few, and follow their 
distinctive conventions. In order to examine visual portrayals of mixed race characters in 
Japanese girls’ comics, semiotic approaches to comics are first discussed in the following section.   
 
Comics and Semiotics: Forms, Lines, and Colors 
          Comics bring together multiple semiotic modes and create meaning. What makes comics 
different from other forms of media, such as films, animation, novels, etc., is that comics follow 
particular graphic conventions, including the use of color (e.g., black and white), word balloons, 
panels, page layout, and onomatopoeia, to name a few (Yomota, 2010). These visual conventions 
indeed serve to make meaning. As Fusanosuke Natsume (1997) contends, narrative cannot stand 
alone to make meaning in comics. Therefore, every element, be it verbal or visual, works as a 
sign in the systems of representation in comics.   
          Semiotic approaches to Japanese comics have developed since the 1960s. In the 1990s, 
after the death of the comic artist Osamu Tezuka⎯“the god of manga”⎯in 1989, several 
important works employing semiotics were published (Natsume, 2009). These pioneering works 
include Fusanosuke Natsume’s Tezuka Osamu wa Doko ni Iru [Where is Osamu Tezuka?] 
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(1992), Osamu Takeuchi’s “Eigateki Shuhō Saikō” [A Reconsideration of Cinematic 
Techniques] in Tezuka Osamu Ron [A Theory of Osamu Tezuka] (1992), Inuhiko Yomota’s 
Manga Genron [The Principle of Comics] (1994), and the edited volume Manga no Yomikata 
[How to Read Comics] (1995). Natsume coined the semiotic approaches to comics “theories of 
manga expression” (manga hyōgen ron). Focusing on visual conventions (e.g., panels, 
pictograms, lettering, etc.), theories of manga expression help to understand the system of 
representation specific to Japanese comics.          
          Semiotics offers analytical tools for revealing ideology embedded in the text (Rose, 2012). 
Margaret Iversen (1986) views semiotics as “laying bare the prejudices beneath the smooth 
surface of the beautiful” (p. 84). It allows for the dissection of an image and an examination of 
how the meanings of the image are made and how they work in a given society. Japanese cultural 
critic Inuhiko Yomota (2010) suggests that ideological thinking and beliefs are represented in a 
variety of ways in comics. He argues that comics should be discussed in terms of their 
materiality—such as forms, lines, and color—in which ideology is embedded. For Yomota 
(2010), comics are a form of representation that pays particular attention, for example, to how a 
line is curved, and, from a semiotic perspective, even the angle of the curve is ideological and 
marks difference.  
         In order to analyze representations of mixed race characters in girls’ comics, I focus on 
their facial features (eyes, nose, mouth, etc.), their hair, and their skin color. Due to its various 
expressive components, the head conveys meaning more than any other part of the body. It is the 
head that differentiates one character from the others in the comics. Specifically, the face plays a 
crucial role in comic representations. Indeed, Osamu Tezuka (1977) claimed that the first step in 
drawing comics is to be able to draw a human face. Eyes and mouth are represented in a variety 
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of ways that keep pace with the character’s emotional changes. However, the representation of 
the nose usually remains the same even if the character’s emotion changes. This means that the 
nose is a sign related to the “nature” of the character. For example, in the late 1950s, a high-
bridged, narrow nose came to imply a “chosen hero/heroine” in Japanese comics (Yomota, 2010). 
As such, different parts of the face serve to develop the character and its personality.  
         Moreover, color plays an important role in comics. Black and white are mainly used in 
comics in general and in Japanese comics in particular. Some parts are filled with black; others 
remain blank, i.e., white. Yomota (2010) suggests that black/white should rather be considered 
colored/colorless in comics, because ink is not always black and because white does not always 
represent white.33 For instance, “white” hair in comics often signifies blond and distinguishes it 
from “black” Japanese hair. “Black” hair usually indicates “Japanese” by default. On the other 
hand, not only does white hair represent blond hair of white people, but, in Japanese comics, it 
can also signify supernatural creatures, such as aliens, witches, and visitors from the otherworld 
(Yomota, 1984). The boundary between insiders and outsiders (e.g., foreigners and supernatural 
creatures) is however ambiguous. Characters who are highly sophisticated and westernized and 
those belonging to the upper class may have “white” hair in Japanese comics (Yomota, 1984). 
Ultimately, colored/colorless (or black/white) makes an ideological as well as a visual contrast in 
comics.  
          In addition to pictorial representations of characters per se, in comics, the keiyu (literally 
means the shape metaphor) is important to understand characters’ actions, personalities, and 
emotions. The term “keiyu” was first used by a group of comic artists, critics, and writers who 
contributed to the aforementioned pioneering work Manga no Yomikata (1995). Natsume (1995, 
1997) defines “keiyu” as a sign that functions like an adjective in a sentence. He explains that a 
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keiyu is not part of a background and works independently to add meanings to a character 
(subject) or a scene portrayed in the panel.  
           In Manga no Yomikata, manga critic and writer Kentarō Takekuma (1995) classifies 
different kinds of keiyus and closely examines the ways in which these various keiyus produce 
meanings and enrich representations in comics. Examples of keiyus include: a sweat bead, a star, 
a heart, an exclamation mark, a question mark, a musical note, sparkles, spiral lines, and lagged 
lines, to name a few. Moreover, in Japanese girls’ comics, flowers can be seen quite often in 
backgrounds. Takekuma (1995) maintains that these flowers should be considered a variation of 
the keiyu rather than part of a background, because these flowers are physically not there but 
visualized in panels in order to give glamorous vibes. As such, keiyus function to represent 
characters’ actions, physical states, and psychological states, which are invisible in “our” world.       
          Ultimately, by paying close attention to forms, lines, and colors, Chapters 4 and 5 seek to 
illuminate the ways in which the meanings of Japaneseness, Blackness, whiteness, and mixed 












Black Skin, Blackface:  
Black-Japanese Mixed Race Characters in Girls’ Comics 
          After the U.S. Occupation of Japan nominally ended in April 1952, and until the early 
1970s, mixed race children were generally considered products of the occupation and 
represented as “social problems” in the Japanese media, particularly news media. During the 
immediate post-occupation years, anti-Americanism was pervasive in the media. Left-wing 
attacks on the United States and the U.S. military presence in Japan seemed to increase anti-
American sentiments among Japanese people of different classes and political positions. 
Therefore, books and films dealing with GI babies and alleged American atrocities were quite 
popular particularly among the younger generation, and such books and films brought a big 
money to publishers and film companies (“Memo from Tokyo,” 1953).34  
          A few social problem films exploring issues of mixed race children born in the wake of 
World War II were made in the 1950s.35 In 1953, Hideo Sekikawa made the film Konketsuji 
[Orphans of Mixed Blood] in which an African American officer talks about “the Negro problem 
in American South.” Indeed, American racism against Blacks was a favorite topic for discussion 
among Japanese Communists in the postwar years (“Memo from Tokyo,”1953, p.76). In March 
1959, Kiku to Isamu [Kiku and Isamu] by Tadashi Imai premiered in Japan. The film revolves 
around two Black-Japanese mixed race siblings—Kiku and Isamu—who have different fathers, 
both Black GIs. Highlighting the racist responses of the Japanese to these mixed race children, 
this film attempts to challenge anti-Black and antimiscegenation ideologies both in Japan and in 
the United States. Before and after its release, the film was covered many times in major 
newspapers and magazines. As a result, Kiku to Isamu received great attention at the time of its 
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creation.36 It seems that the film had a great impact on other forms of popular media. For 
example, in the same year, the comic book Karasu no Ko [The Child of a Crow] by the well-
known comic artist Sanpei Shirato was released. It deals with issues related to a Black-Japanese 
mixed race girl born after World War II. In addition, several titles addressing the problem of 
mixed race children as “occupation babies” were published in major Japanese girls’ comic 
magazines within a few years after Kiku to Isamu’s release.  
          This chapter closely examines the following comics—Kuroi Fūsen [A Black Balloon] 
(1958), Kuronbo tte Yobanai de [Don’t Call Me a Black One] (1959), Yume Miru Shōjo [Girls 
Dreaming] (1959-1960), and Chiko to Isamu [Chiko and Isamu] (1961). These are all the comics 
dealing with issues of occupation babies published in Nakayoshi and Ribon in the 1950s and 
1960s. Interestingly enough, all of these comics center on Black-Japanese mixed race children 
(as opposed to white-Japanese mixed race children). 
          As both Nakayoshi and Ribon sought to provide their readers with educational as well as 
entertaining content, these magazines were indeed interested in issues of mixed race children in 
Japan from quite early on. The August 1956 issue of Ribon featured a Black-Japanese mixed race 
girl fathered by an African American GI in a fiction titled “Te wo Tsunagu Kodomotachi” 
[Children Holding Hands]. Also, people who dedicated considerable efforts to helping mixed 
race children in post-occupation Japan were featured in Nakayoshi and Ribon. For example, a 
true story about Miki Sawada, the founder of Elizabeth Saunders Home, was published in the 
November 1963 issue of Nakayoshi. A feature article in the October 1966 issue of Ribon focuses 
on Imao Hirano, an American-Japanese mixed race poet, writer, and translator born in prewar 
Japan, and his support group for multiracial occupation babies⎯Remi no Kai. In addition to 
stories and articles spotlighting issues of racially mixed children in Japan, comics addressing 
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issues related specifically to Black-Japanese mixed race children are included in the girls’ comic 
magazines. 
          Drawing on semiotics in general and theories of manga expression in particular, this 
chapter examines the ways in which Black-Japanese mixed race children are represented in 
Nakayoshi and Ribon in the 1950s and 1960s by closely looking at both visual images and 
narratives in the four comics (i.e., Kuroi Fūsen, Kuronbo tte Yobanaide, Yume Miru Shojo, and 
Chiko to Isamu). The examination of mixed race characters in these comics offers insight into 
Black-Japanese mixed race children overrepresented as “occupation babies” in the Japanese 
media, exploring the ways in which the girls’ comics highlight Blackness of mixed race 
characters and link the Black-Japanese mixed race to the stigmatized image of GI babies. 
Ultimately, this chapter argues that, singling out Black-Japanese mixed race children as 
occupation babies in order to emphasize the pitifulness of these babies and dramatize narratives, 
the girls’ comics inadvertently contributed to reconstructing the memories of World War II and 
the U.S. Occupation of Japan by confusing where responsibilitiy for abandoned occupation 
babies lies and remaking the image of the former Western enemy in the context of postwar 
economic recovery.   
          
Jim in Kuroi Fūsen: “I will be with you forever” 
          Published in Nakayoshi in September 1958, Kuroi Fūsen [A Black Balloon] by Kazuhiko 
Tanigawa is the first comic addressing issues of mixed race GI babies in general and issues of 
Black-Japanese mixed race children in particular in the two girls’ comic magazines. It is worth 
noting that Tanigawa’s Hoshi wa Miteiru [Stars are Watching] was also serialized in Nakayoshi 
from January to December 1957, and this work is known as the oldest comic dealing with 
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America’s atomic bombing during World War II. In fact, Tanigawa lost his father during the 
atomic bombing in Hiroshima City (Kado, 2010). Thus, in his works, Tanigawa addressed social 
issues related to the war and its aftermath. 
          Kuroi Fūsen revolves around a Black-Japanese mixed race orphan⎯Jim. Called kuronbo 
(black one), poor Jim is bullied and discriminated against by Japanese people, be they children or 
adults. Walking through a park, he happens to see a black balloon. He tries to buy it, but the 
grumpy vendor refuses. For Jim, the black balloon looks like it has been ostracized from the 
other colorful ones, and he identifies with the black one. While Jim is looking at the balloons, the 
black balloon is released by accident. He luckily catches it and he talks to the ballon which he 
anthropomorphizes by imagining that it has eyes and a smiling mouth. He says, “I will be with 
you forever.” Making a “friend,” Jim feels happy. However, something secret is hidden in the 
balloon, and he is then pursued relentlessly by gangsters. When Jim is shot to death by a gang 
member, the black balloon is released and vanished into the sky.  
          As a Black-Japanese mixed race child, presumably, Jim has dark skin. His skin color is 
represented as gray on paper by the use of screentone. The gray shade allows the reader to 
imagine his dark skin. Yet, in fact, this does not distinguish Jim from monoracial Japanese 
characters. In Kuroi Fūsen, all characters have exactly the same gray skin color, although 
Japanese skin color as the norm is usually illustrated as colorless (i.e., white) in Japanese black-
and-white comics. In the comic, the gray shade, I would argue, implies that all Japanese are 
“non-white.” Therefore, the similarity between Jim and other Japanese people is emphasized, 
and this challenges pigmentocracy and the prevailing notion of Japaneseness.  
          Like his skin color, Jim’s facial features, including eyes, nose, and mouth/lips, do not 
function as markers of Otherness/Blackness. His eyes with eyelashes are quite big, and there are 
 141 
points of light in the eyes, as often observed in Japanese comics, specifically girls’ comics since 
the 1950s. His big eyes do not signify his multiracial background. Rather, as argues Yomota 
(2010), big eyes and points of light in them signal that she or he is the main character⎯a hero. 
Therefore, the big eyes with the points of light suggest Jim’s righteousness and heroism in the 
comic. At the same time, however, the points of light within his eyes to some extent feminize 
Jim and show his naïveness and vulnerability. Fusanosuke Natsume (2013) posits that stars and 
points of light in characters’ eyes feminize them since they bring self-consciousness to the 
characters. In this way, Jim’s eyes are contrasted with those of the gangsters. The eyes of the 
gangsters are depicted as double circles, and, therefore, they look emotionless and “manly.” 
Therefore, in contrast with the gangsters, Jim’s big eyes and the points of light in them serve to 
signify his marginalized position in society and to develop the personality of the character, rather 
than representing his race. 
          Moreover, his nose is small and bean-shaped. It is clearly different from the flat, wide nose 
often used to portray Black people in a stereotypical way. Therefore, Jim’s small oval-shaped 
nose does not work as a racial signifier. Indeed, Yomota (2010) observes that a nose that looks 
like a small bean neatly positioned right above the mouth was considered the norm in the 1950s. 
It was the sign of the lead character and was seen predominantly in Japanese comics at that time. 
For instance, popular comic heroes, such as Testuwan Atomu (Astro Boy) and Akadō 
Suzunosuke (Redbreast Suzunosuke), have similar small noses. Thus, like his eyes, Jim’s oval-
shaped nose tells the reader that he is the protagonist/hero in the comic. And, as the opposite of 
Jim’s small nose, noses of the gangs are depicted as quite large, be they pointed or bulbous. 
          Compared to his eyes and nose, which signify his heroic position in the comic, Jim’s 
mouth is indistinctive and protean, not depending a priori on his personality but on his actions 
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and emotions. It is sometimes just a line. Other times, it is depicted as an oval or a triangle. What 
is important here is that Jim’s mouth does not have the thick lips suggestive of blackface 
minstrelsy. In other words, the portrayal of his mouth does not resort to the stereotypical, racist 
representation of Black people often found in Japanese comics.  
          In addition to his skin color and his facial features, his hair has no significant signs of 
Blackness. His hair appears curly and can suggest his “non-Japaneseness” or “foreignness,” 
which is however not exclusively associated with Blackness. His hair color looks gray on paper. 
His “gray” hair can signify gray, red, brown, or any color, indeed. In comics, hair color is read, 
depending heavily on readers’ imagination. In this sense, it functions symbolically, rather than 
representing a hue of hair. In fact, Jim’s “gray” hair is contrasted with black hair of the gangsters. 
Therefore, in Kuroi Fūsen, black hair signifies not only Japaneseness but also evil and darkness. 
In this sense, Jim’s hair cannot be depicted as black, since he is the hero.  
          Neither does his skin color, facial features, nor hair indicate Jim’s Blackness. The visual 
representation of the Black-Japanese mixed race child does not depend on stereotypes. His 
appearance is not “darker” than other Japanese characters in any respect. While Jim’s Black-
Japanese mixed racial heritage cannot be determined by looking at the character’s facial and 
physical features represented in the comic, the narrative, motifs, written texts, and keiyu (a shape 
metaphor) suggests that he is a child of Japanese-Black mixed racial ancestry.  
           In one panel, a written text explains that “Jim is a Black child.” Therefore, the reader first 
learns from this panel that his name is Jim and he has Black heritage. The name Jim also 
signifies his “foreignness.” Moreover, in the scene after the panel in which his Black heritage is 
revealed, Jim is called kuronbo and stoned by Japanese children. Children start a fist fight, and 
Jim gets beaten up. This is a cliché used in Japanese films and comics dealing with issues of 
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Black-Japanese mixed race children in post-occupation Japan. Because of their darker skin color, 
Black-Japanese mixed race children were discriminated against by Japanese people. In post-
occupation Japanese media, “black skin” was often highlighted in order to discuss Japanese 
racism against Blacks including Black-Japanese mixed race people.   
          Another cliché is the motif of the orphanage. After Jim gets the black balloon, he goes 
back to his “home.” It is a shabby orphanage that he walks into. In the bedroom, a cracked 
window as well as his patched comforter and pillow allude to poor living conditions. Also, he 
always wears patched trousers, and this connotes poverty. The cracks in the window and the 
patchwork on clothes work as keiyus visually to signify Jim’s lower socioeconomic position and 
misery. Since some mixed race occupation babies were abandoned by their parents and housed in 
orphanages in post-occupation Japan, the motif of the orphanage is closely linked with mixed 
race children. As such, the motif of the orphanage and the keiyus suggest that Jim is one of 
racially mixed orphans living in poverty. 
          As the title of the comic Kuroi Fūsen implies, the black balloon is the main motif. And, 
Jim’s Blackness is intimately tied to this black balloon. When Jim comes across the black 
balloon sold at a stand at the park, he looks upset. In the panel, Jim is surrounded by sweat beads, 
and these sweat beads as a keiyu represent his anxiety and dramatize his encounter with the black 
balloon as a epiphany. In his imagination, balloons are anthropomorphized, and the black balloon 
is called kuronbo and bullied by other balloons displayed together at the stand. In the panel, the 
black balloon with eyes and a mouth is sweating like Jim. Jim therefore “saves” the black one, 
when it is accidentally released. 
          Yet, identifying with the black balloon causes him trouble. A gangster comes after Jim 
because of the black balloon. Associated with the gangster and crime, the black balloon also 
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represents the embodiment of evil in the comic. In the end, Jim is gunned down, because he 
refuses to give up the balloon. This scene suggests that Jim is courageous to claim his Black 
identity and to stick to it. Ultimately, in relationship to Jim, the black balloon works as a 
metaphor of Blackness. Therefore, Jim is punished, identifying with the black balloon/Blackness. 
When a police officer finds Jim dead, he says, “It’s a kuronbo. What a pity.” His words highlight 
Japanese racist perception of Black-Japanese mixed race people as the Other and miserable. By 
contrast, the last two panels depict Jim flying with the black balloon in the sky. Jim is now freed 
from adversity and fear. He is smiling and literally shining, spangled with stars and sparkles. 
And, musical notes as a keiyu bring an uplifting feeling. These panels suggest that Jim can attain 
happiness only by being allowed to identify with Blackness and being himself.    
    
Masako in Kuronbo tte Yobanai de: “Why is my skin black?” 
          Kuronbo tte Yobanai de [Don’t Call Me a Black One] by Shigeru Irie is a one-shot comic 
published in the August 1959 issue of Ribon. The main character in the comic is Masako 
Imai⎯a mixed race girl born to a Japanese woman and an African American serviceman in the 
wake of World War II. Promising to come back for her mother, her African American father 
went back to the United States shortly after she was born. Masako and her mother remain in 
Japan and live in a rural area. Many years passed, and Masako now goes to grade school. By 
calling Masako kuronbo, her classmates bully her, just because she has Black-Japanese mixed 
racial heritage. In the end, Masako receives a letter from her father and learns that she is able to 
move to the United States and reunite with him soon.  
          Kuronbo tte Yobanai de straightforwardly addresses issues of mixed race occupation 
babies in post-occupation Japan. Like the film Kiku to Isamu (1959) by Tadashi Imai, it criticizes 
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Japanese racist attitudes toward mixed race Japanese in general and Black-Japanese mixed race 
children in particular. Indeed, the main character’s name⎯Masako Imai⎯is an homage to 
Tadashi Imai, the director of Kiku to Isamu. When written in Chinese characters, the name is a 
female version of the director’s name. In addition, the comic includes some episodes similar to 
those told in Kiku to Isamu. For instance, both in the film and in the comic, the Black-Japanese 
mixed race children do not know why they have “black” skin until the “secrets” are disclosed by 
adults.       
          Indeed, in Kuronbo tte Yobanai de, Masako’s skin color functions as a marker of 
Blackness. Her skin is filled with thin lines, and this makes her skin look gray. It signifies her 
dark skin color and differentiates Masako from other characters in the comic. All other 
characters are monoracial Japanese, and their skin color is represented as colorless/white on 
paper. Furthermore, she always wears a white shirt, skirt, socks, and shoes. Contrasted with her 
“white” clothing, her “black” skin is highlighted in the comic.  
          In addition to her skin color, her hair suggests her Black heritage. Her hair is represented 
with scribbled spiral lines, and these lines visually create a woolly hair texture. Her woolly hair 
works as a sign of her Black ancestry and is contrasted with Japanese characters’ straight hair 
painted in solid black. However, her hair is tied with ribbons. In other words, her “unruly” hair is 
tamed, and, therefore, her Blackness is to some extent suppressed. Also, cute ribbons hint that 
she is the heroine, as the heroine/protagonist usually dresses better than supporting characters 
specifically in girls’ comics.      
          Whereas her skin color and her hair clearly indicate her Black heritage, her facial features, 
including eyes, a nose, and a mouth, underscore her role as the heroine of the comic. Like 
protagonists (i.e., heroes and heroines) in other comics, Masako’s eyes are big, and there are 
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points of light in the eyes as well. There are two other characters who have big eyes with points 
of light in the comic: Masako’s mother and teacher. With the big eyes, Masako’s mother is 
depicted as a hard-working, good person. This representation of the mother plays an important 
role in making the meaning of Masako’s multiraciality. As mothers of racially mixed occupation 
babies are most often associated with the image of panpan girls consorting with GIs, their 
morality and socioeconomic status are questioned. Indeed, this widespread perception led to 
prejudice against mixed race children as well as their mothers in post-occupation Japan. 
Therefore, the mother’s big eyes with points of light help to counter the racist and derogatory 
images of occupation babies and their mothers. Also, as the owner of big eyes, Masako’s teacher 
is portrayed literally as a hero. He always saves Masako when she is bullied. His big eyes and 
points of light in them work in harmony with his heroic role and actions. In contrast with these 
primary characters’ eyes, supporting characters’ eyes are depicted simply as black dots, which 
suggest that they are less important.            
          In addition to her eyes, Masako’s nose and mouth show no hint of Blackness. Her nose is 
relatively inconspicuous, represented with a curved line. Indeed, supporting characters’ noses 
look wider and flatter than Masako’s, though they are unrelated to Blackness and only function 
to differentiate characters from each other. Moreover, Masako’s mouth lacks exaggerated thick 
lips and is depicted as virtually identical to other Japanese characters’ mouths. As such, the 
Black-Japanese mixed race character is, by and large, represented in the comic without relying 
on visual stereotypes of Blacks.   
          In line with the visual representation of Masako, the comic narrative is sympathetic to the 
Black-Japanese mixed race child. Indeed, the comic foregrounds her moral superiority through 
the narrative. One of the bullies, Santa, begins to be discriminated against by his neighbors, 
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when they find out that his mother has gotten quarantined due to typhus infection. Because of the 
infectious disease, Santa is avoided by other children as well as his neighbors and becomes a 
“minority” overnight. Before this happens to him, Santa bullied Masako because of her skin 
color. Nevertheless, when Santa is minoritized, Masako cares about him, sympathizing with him. 
While other children avoid him, Masako visits his house and talks to him. Then, Masako and 
Santa become friends. As such, Masako’s racial experience (as opposed to her “biological 
nature”) as a minority is linked with her high moral standards and her maturity. Thus, this 
humane representation of Masako certainly challenges the widespread stereotype of Blacks as 
childish, uncivilized, and inferior. In conjunction with the pictorial representation of Masako’s 
mother’s big eyes alluding to her moral superiority, Masako’s virtuousness also helps downplay 
the image of mothers of GI babies as panpan girls whose morality was always questioned.  
 
Sachiko and Santa in Yume Miru Shōjo 
         Shigeru Irie, the comic artist who created Kuronbo tte Yobanai de, made another comic 
dealing with issues of mixed race children in postwar Japan. The comic Yume Miru Shōjo [Girls 
Dreaming] was published in serial form in Ribon between November 1959 and August 1960. 
The main character, Sachiko, is a Black-Japanese mixed race orphan born of a Japanese woman 
and a Black GI. She lives in an orphanage and does not know her parents. The orphanage houses 
some other mixed race children, including Yuriko—“a beautiful girl with blond hair like a 
princess in a fairy tale.” Each episode of Yume Miru Shōjo centers the story on Sachiko’s 
everyday life. In many episodes, Sachiko's classmates in grade school make fun of her because 
of her skin color. She often compares her experience with Yuriko’s and laments her black skin. 
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However, with a heart of gold, she overcomes challenges while dreaming of happy days in the 
future.  
 
Sachiko: “I wish I had white skin like you …” 
          In the comic, Sachiko’s skin color is illustrated as dark by the use of screentone. More 
specifically, her skin color is gray on paper and is darker than other Japanese and white-Japanese 
mixed race characters’ skin color. There are some Black-Japanese mixed race supporting 
characters, and these characters have exactly the same skin color as Sachiko. This gray shade 
therefore differentiates Black-Japanese mixed race characters from other characters in Yume 
Miru Shōjo.  
         Let us explore Sachiko’s facial features, including her eyes, nose, and mouth. Sachiko has 
big round eyes and a narrow, high-bridged nose. Her mouth is represented by a line, a circle, or a 
triangle, depending on her emotional state. She does not have the thick lips that are often 
associated with stereotypical images of Blacks. As Yomota (2010) suggests, a high-bridged, 
narrow nose signifies a “chosen hero/heroine” in Japanese comics. In addition, Sachiko’s big 
eyes and points of light in her eyes indicate that she is the main character in the comic. Thus, 
these facial features can be considered ideals and aesthetically favorable.  Her big eyes and high-
bridged nose mark her as a heroine and “less dark.” In fact, Sachiko’s facial features are identical 
to Yuriko’s, although these two characters have different complexions. Their facial features (i.e., 
big eyes with points of light and high-bridged, narrow noses) distinguish the two characters from 
other supporting characters.  
         In the first two episodes, Sachiko’s hair is slightly darker than her skin color. In other 
words, like her skin, her hair looks dark gray on paper. The white-Japanese mixed race character, 
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Yuriko, as mentioned earlier, has blond hair. Her hair is filled with a lighter gray than Sachiko’s. 
These shades of gray express the difference between Sachiko and Yuriko. Gray color is also used 
to represent other mixed race characters’ hair color whereas solid black signifies monoracial 
Japanese hair. This clearly distinguishes monoracial Japanese characters from mixed race 
characters, including but not limited to, Sachiko and Yuriko. As a hair color in comics has an 
extremely complicated relationship to the referent, it cannot be assumed that these mixed race 
characters “actually” have a lighter hair color than the Japanese. Nevertheless, hair colors serve 
visually to mark a racial difference between monoracial and multiracial Japanese in the comic.  
         Since the third episode in the February 1960 issue, however, Sachiko’s hair particularly and 
mixed race children’s hair generally became “white,” i.e., colorless. In the third episode, a new 
character, Santa, is just added. Santa is Black-Japanese mixed race and has black hair. His hair is 
painted in solid black. His appearance in the episode led to the change in other mixed race 
characters’ hair color. In comics, “white” hair does not necessarily and automatically mean white 
hair. It can suggest different hair color, including blond, brunette, and red, as opposed to “black” 
(Yomota, 2010). Santa’s jet-black hair makes a stark contrast with other mixed race characters, 
specifically, with the main character Sachiko. In other words, by his hair color, Santa’s 
Blackness is emphasized, compared to Sachiko's (Santa’s Blackness is discussed in the next 
section).   
         Moreover, hairstyles serve to show differences among characters in comics. The texture of 
Sachiko’s hair does not look kinky, but it seems slightly curly. Her hair is tied into two braids, 
and she wears ribbons. Similar to Masako’s hair tied with ribbons in Kuronbo tte Yobanai de, the 
cute ribbons make Sachiko stand out and signify that she is the heroine. Although Yuriko has 
slightly curly hair also, she wears her hair down. Sachiko’s braided hair makes her look younger 
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than Yuriko. In addition, her height is shorter than Yuriko’s and implies her immaturity, 
compared to Yuriko. As appearance and an “innate” personality bear a complementary 
relationship to each other in comic representation (Yoshimura, 2007), Sachiko’s younger look 
can allude to infantilized Blackness in contrast with mature, independent whiteness. Because 
Sachiko’s facial features are virtually identical to Yuriko’s, her hairstyle plays a particularly 
important role in differentiating Sachiko from Yuriko.  
          In a sense, in Yume Miru Shōjo, Sachiko is visually represented in a non-stereotypical, 
creative way. She does not have exaggerated thick lips, Afro hair, and a flat nose. The absence of 
Black physical and facial features however suggests the presence of power that produces 
knowledge about race. Blackness, except for black skin, is eliminated from Sachiko. As such, 
black skin is the racial fault line in Yume Miru Shōjo. Moreover, given that Sachiko’s facial 
features are very similar to Yuriko’s, it can be argued that she is, in a way, whitened and 
appropriated. This appropriation is necessary in order to produce a heroine with whom the 
reader/spectator can identify. For the reader/spectator, a heroine must be “beautiful.” In other 
words, Blackness is not quite acceptable to Japanese beauty standards. 
 
Santa: “I wish I was never born a kuronbo” 
         As a Black-Japanese mixed race child, Santa appears in the third episode for the first time. 
Santa is bullied in school and has no friends because of his Black-Japanese mixed racial 
background. He decides to live with other mixed race children at the orphanage, where Sachiko 
and Yuriko also live, even though he has a Japanese mother. 
          Santa’s skin color is as dark as Sachiko’s and appears gray on paper. Also, he has straight, 
jet-black hair. His hair looks like some other monoracial Japanese characters’ hair. Among the 
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mixed race children in the comic, he is the only character who has black hair. This can be taken 
to mean that his hair is very much like Japanese hair. But, also, it can be read that not only his 
hair but also Santa himself is “darker” than any other mixed race characters. Ultimately, his 
black hair makes a contrast with the “heroine” Sachiko who is also Black-Japanese mixed race.   
         Most importantly, Santa’s facial features are depicted very differently from Sachiko’s. He 
has big googly eyes that stand out in his dark-skinned face, and a broad, rounded nose. Like a 
golliwog or Little Black Sambo, he has exaggerated thick lips. Indeed, the sum of stereotypical 
Black facial parts makes up his “blackface.” 
         Influenced by Euro-American art and films, blackface representation was widely accepted 
and consumed within the landscape of Japanese popular culture until circa 1990.37 As early as 
the sixteenth century, Black people were represented by Japanese artists. However, grotesque 
and belittling visual representations of Blacks started to be practiced on a regular basis in the 
twentieth century (Russell, 1991a). For instance, the Calpis beverage company’s “blackface 
minstrel” trademark was designed by German artist Otto Dünkelsbühler and first appeared in a 
newspaper advertisement in 1924. The blackface trademark was used in Japan until January 1990 
(Calpis, 2014; Russell, 1991b).38 After the end of the U.S. Occupation of Japan, in 1953, the 
children’s book, The Story of Little Black Sambo was published by Iwanami Shoten Publishing 
and became a classic.39 The drawings in this Japanese edition were Frank Dobias’s work as it 
appeared in the 1927 U.S. edition published by Macmillan Publishers. The 1953 Japanese edition 
was therefore accompanied by a racist caricature of a Black child⎯a pickaninny, which is 
characterized by bulging eyes and thick, red lips (Russell, 1996).  
          In Japanese popular culture, anti-Black racism is most pervasive in comics and anime 
(Russell, 1991a). Indeed, discussing manga portrayal, Yoshimura (2007) goes further to say that 
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the representation of comic characters is predicated necessarily on prejudice. Already in prewar 
Japan, Black people were portrayed with blackface features in comics. Keizō Shimada’s Bōken 
Dankichi [The Adventure of Dankichi] (1933-1939) serialized in the children’s magazine Shōnen 
Kurabu [Boy’s Club] is an excellent example. In it, Japanese young boy Dankichi is shipwrecked 
on an island in the South Sea and encounters indigenous Black people. After beating the chief, 
Dankichi crowns himself king and civilizes the people. Holding spears, these Black people clad 
in grass skirts are called bankō (barbarian) and kuronbo. Their half-naked bodies are painted in 
jet black on paper, and, like Santa in Yume Miru Shōjo, they have googly eyes and exaggerated 
thick lips, which dominate about half of their faces. Indeed, they are depicted like animals. In 
postwar Japan, blackface representation continued to be practiced by well-known comic artists, 
such as Osamu Tezuka and Shōtarō Ishinomori. For example, in Ishinomori’s Cyborg 009 (1964 
– 1986), one of the main characters, Pyunma a.k.a. 008—an African man is illustrated with 
blackface features, although he is characterized as well-educated and cool in the comic narrative. 
His facial features are to a great degree deformed. Indeed, he looks like a dog or a monkey rather 
than a human being.     
         In such a cultural context, in Yume Miru Shōjo, Santa is represented in a manner similar to 
blackface minstrel characters. And, his Black-Japanese mixed racial heritage is reduced to Black. 
The line between the Black-Japanese mixed race and the Black race is blurred. In other words, 
Santa is viewed as Black not Japanese. Indeed, John Russell (1991b) observes that mixed race 
Blacks are likely to be simply called kokujin (Black people) or kuronbo in Japan if they look 
more Black than mixed.  
          In sharp contrast with the derogatory blackface visual representation of Santa, he is 
portrayed as a smart, kind, and innocent child. Indeed, the comic narrative is, by and large, 
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sympathetic to mixed race Japanese children, seriously addressing issues of mixed race children 
in post-occupation Japan. As such, the blackface representation of Santa obviously contradicts 
the comic narrative. The inconsistency between the visual portrayal and the story greatly 
complicates the representations of the Black-Japanese mixed race character in Yume Miru Shōjo.      
 
Isamu in Chiko to Isamu: “You can never understand kuronbo’s sorrows” 
          Chiko to Isamu [Chiko and Isamu] by Eiji Yamada was serialized in Nakayoshi from April 
1961 to December 1961. The title of this comic is probably derived from the film title Kiku to 
Isamu (1959). Yet, the story of Chiko to Isamu is quite different from Kiku to Isamu. Chiko is a 
monoracial Japanese girl and the heroine of the comic. Chiko lives with her mother and her 
father who lost an arm during World War II. Due to his disability, the father has a drinking 
problem and often comes down hard on Chiko. Just after her mother delivers a baby boy, Chiko 
overhears a conversation between her mother and relatives. Then, Chiko finds out that she was 
adopted and, therefore, the baby is not her biological brother. In fact, Chiko’s birth mother 
attempted to commit suicide after the death of her husband. It is Chiko’s foster mother who 
saved her birth mother from the suicide attempt. Her foster mother took care of her baby, that is, 
Chiko, for a while on her behalf. Soon after recovering, her birth mother started working at a U.S. 
military base in Japan. Subsequently, she abandoned Chiko and disappeared. Finding out about 
the secret, Chiko gets shocked and leaves home in search for her biological mother. During her 
search for her mother, Chiko meets a Black-Japanese mixed race boy⎯Isamu. Isamu also 
escaped from an orphanage in order to look for his mother, grandmother, and sister. In the search 
for their mothers, Chiko and Isamu face a lot of challenges. During their quest, Chiko finds out 
that she and Isamu have the same biological mother. At first, Chiko is quite upset about the fact 
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that her brother is a “kuronbo.” However, she comes to terms with how much she loves Isamu 
and accepts the fact that they are siblings. Also, their quest is interrupted by bad guys, such as 
gangsters, a killer, and a swindler, and they are separated from each other several times on their 
way. In the end, overcoming all difficulties and challenges, Chiko and Isamu are happily 
reunited and head home. 
          The Black-Japanese mixed race child, Isamu, first appeared in the July 1961 issue. When 
first meeting Isamu, Chiko calls him “kuronbo” and makes him cry. Isamu says, “You can never 
understand kuronbo’s sorrows. I have black skin and am ugly, but it’s not my fault.” Isamu is the 
only mixed race character in the comic, and his skin color usually appears gray on paper, 
contrasted with other Japanese characters’ “white” skin. In the October 1961 issue, his skin is 
painted in jet-black. By the jet-black skin, his Blackness is much emphasized. Jet-black is used, 
probably because the episode is set in a deserted building at night. Although Isamu’s skin color 
is depicted as darker simply due to the night setting, the visual effects of his jet-black skin are 
quite powerful. He looks like a monoracial Black child, and his black skin renders his multiracial 
background unrecognizable. Arguably, his black skin invites spectators’ voyeuristic gaze and 
their participation in constructing his Blackness.  
          In a stark contrast with his “black” skin, Isamu’s hair is always “white.” His white, straight 
hair works to lessen his Blackness and alludes to his multiraciality. His white hair makes a visual 
contrast with another main character Chiko whose “Japanese” hair is painted in jet-black. 
Moreover, white hair functions to signify the good and morality in the comic. The scene that 
depicts the disguised transformation of a gangster into a good guy shows how “white” hair works 
as a sign in the comic. When Chiko and Isamu are sleeping at a deserted shack, a gang 
member/killer finds them there, running away from the police. The bad guy has black hair and 
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wears big black sunglasses. He quickly puts a white wig and mustache on and switches the 
sunglasses with white-framed glasses. When Chiko and Isamu wake up, the bad guy disguises 
himself as a good old man. He pretends to offer the children help, and they are easily fooled by 
the bad guy. As such, white hair functions as the sign of goodness as well as old age. It stands in 
sharp contrast to the bad guy’s real identity⎯evilness.  
          In fact, Isamu’s biological mother also has “white” hair, and it suggests her morality and 
innocence. While searching for his biological mother, Isamu dreams about her. In his imaginary, 
his mother with “white” hair gives a warm smile to him. Unlike the disguised bad guy, her white 
hair does not mean that she is old. Instead, linked with morality, her visual image with white hair 
in Isamu’s dream serves to construct idealized femininity and motherhood. It exculpates the 
mother from immorality associated with mothers of racially mixed GI babies. In addition, the 
mother’s white hair demonstrates the hereditary link between her and Isamu, who also has 
“white” hair. 
          Similar to main characters in many other Japanese comics, Chiko and Isamu have big, 
round eyes, and in their eyes are points of light as well. Indeed, their eyes are larger than any 
other characters in the comic. Their eyes serve to mark Chiko and Isamu as the main characters 
of the comic. However, the big eyes stand out against Isamu’s dark skin color, and because of the 
shape of the eyes, they actually look like googly eyes depicted in stereotypical representations of 
Black people. Hence, big round eyes used as a sign of heroes/heroines in Japanese comics do not 
quite compatible with Blackness. Ultimately, Isamu’s big round eyes work to represent his role 
as the protagonist as well as his Blackness in an ambivalent way.   
          Isamu’s Blackness/Otherness is most blatantly emphasized by his lips. Like a golliwog, he 
has exaggerated thick lips. His thick lips appear colorless/white on paper, and, therefore, they 
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stand in a stark contrast with his black skin. Right above his thick lips is a small oval-shaped 
nose. It is distinguished from Chiko’s high-bridged, narrow nose⎯a clear signifier of 
heroes/heroines in Japanese comics. Isamu’s nose is also different from a flat and wide nose 
often used to represent Blackness as different and deviant. Nevertheless, with his other facial 
features, such as exaggerated thick lips, almost googly eyes, and black skin, his small bean-
shaped nose functions to indicate his difference and to create a blackface. Specifically, his nose 
appears often as colorless and stands out in his black skin. This pigmental discontinuity between 
the nose and the skin dehumanizes Isamu and makes him look like an animal. As such, the sum 
of his facial parts makes up a “blackface” and visually otherizes Isamu, although his personality 
is depicted as innocent, vulnerable, and adorable and has a grip on the readers.  
          In the scene that Isamu encounters a group of young boys and has a fight with them, he is 
called “kuronbo like a Dakko-chan doll.” Dakko-chan dolls are inflatable rubber dolls launched 
in 1960, and they became popular particularly with young women in Japan. These dolls look like 
black babies, having blackface features, such as thick red lips, banjo eyes, and black skin. 
Dressed in mock grass skirts, the dolls were named Kinobori Uinki [Tree-Climbing Winky] 
when first launched by the toy maker Tsukudaya Gangu (The Mainichi Newspapers, 2016). As 
the name and the grass skirts suggest, the dolls evoke the images of the monkey and of 
primitiveness. While grotesque and belittling, these dolls were adored by many Japanese girls 
who viewed them as “cute.”  
          Indeed, Isamu looks similar to a Dakko-chan doll, as he is likened to it in the scene. He is 
visually represented with a grotesque and demeaning blackface features. Nevertheless, like 
Dakko-chan dolls, Isamu’s grotesque blackface is seen as “cute,” and, this appropriation entices 
the readers/spectators to love him and root for him as the main character. In his Kawaiiron [A 
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Theory of Cuteness], Inuhiko Yomota (2006) explores the concept of kawaii (cuteness) in 
relation to grotesqueness. Discussing grotesque creatures in films and animation, such as E.T. in 
E.T. The Extra-Terrestrial (1982) and Totoro in My Neighbor Totoro (1988), he maintains that 
grotesque beings as the Others are deviated from the norm, by lacking something. And, the lack 
of something means that they are deformed. In this sense, the grotesque Other is not considered a 
threat. Rather, it is vulnerable and powerless. Therefore, it needs to be protected because of 
deformation. Ultimately, the grotesque Other is helpless and pitiful. Seen through this lens, the 
grotesqueness of it turns into “cuteness.”  
          In this way, Isamu’s blackface features function to create a lovable, cute character. In 
addition to his blackface, in the narrative, Isamu as a small boy about five years old is portrayed 
as gullible and innocent. He is cute, because he deserves much sympathy. Yet, viewing the 
grotesque blackface as cute does not make the derogatory representation of Blackness better at 
all. This only masks the appropriation of the Black Other and the commodification of difference. 
Ultimately, making the grotesque cute is another layer of degradation.       
          Whereas the visual representation of Isamu is demeaning in such a twisted way, the comic 
narrative puts forth harsh criticism of racism against Black people and Black-Japanese mixed 
race people. For instance, slavery is used as a motif to criticize discriminatory treatment of 
kuronbo. In one scene, when Isamu is left alone in the deserted shack by the gangster, a 
benevolent passerby saves him. However, the passerby is actually a bad guy. He brings Isamu to 
his house and “enslaves” him. The “slave master” forces the “Black” child to work for him. 
Isamu does laundry, draws water, and chops firewood. The slave master says to his wife, “I was 
initially thinking about selling the kuronbo. But, I’m glad I decided not to do that.” When Isamu 
tries to flee from the slave master’s house, he is beaten, bound, and locked up. The slave master 
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thus sees Isamu as a commodity and now as his property. And, his daughter tells Isamu in a 
heartless tone, “Why is your skin so black? Something’s wrong with it. Wash it with soap. It’ll 
become clean.” Her words illuminate the way in which Black-Japanese mixed race people as 
well as their “black” skin were (and still are) perceived by the Japanese. For them, Black-
Japanese mixed race people are heavily “polluted.” Based on his interview data, Wagatsuma 
(1967) observes that Black blood is considered hardly indelible ink. He explains that: 
 
. . . if a Japanese woman gave birth to the black baby of a Negro man, her next baby, and 
probably the third one also, of a Japanese father would show some black tinge on the 
body . . . impregnation of a Japanese woman by a Negro man was associated with 
“blackening” of her womb as though by ink, so that the second and even third baby 
conceived in it would become “stained” (p. 432).  
 
Thus, “ink” is used as a metaphor for Black blood, and ink signifies a black pollutant that causes 
racial pollution of Japanese blood. The ink stain cannot be easily cleaned up. This belief in racial 
pollution epitomizes strong Japanese anti-Black sentiments and a fear of miscegenation. 
Interestingly but not surprisingly, this is in line with American racial ideology, which maintains 
that a drop of Black blood can contaminate whiteness and make one Black.  
          Clearly, the representation of the slave master and his family’s inhuman and cruel 
treatment of Isamu is a social commentary on Japanese racist attitudes toward Black-Japanese 
mixed race occupation babies in postwar Japan. Besides, given that there were no slavery 
systems enslaving Black people in Japan and that the “Negro problem” has been considered 
America’s Achilles’ heel, slavery as a motif functions in the comic as indirect criticism against 
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slavery in the past and on-going racism against Black people in the United States. As such, Chiko 
to Isamu takes a stance of supporting people of Black ancestry and is sympathetic to Black-
Japanese mixed race children in particular. Nonetheless, the visual portrayal of Isamu is not quite 
resonant with the supportive stance and greatly complicates the representations of Blackness and 
Black-Japanese mixed race people in Chiko to Isamu.        
 
Black Sorrows: Black-Japanese Mixed Race Children as “Occupation Babies” 
          As Japanese girls’ comics were considered educational as well as entertaining in the 1950s 
and 1960s, the comics discussed in this chapter seek, via their stories, to provide moral lessons 
and to teach children readers. By focusing on issues of race and on the experiences of Black-
Japanese mixed race children, the girls’ comics ostensibly urge the readers to understand and 
support racially mixed people in their everyday lives. Therefore, the stories of the comics are 
sympathetic to the Black-Japanese mixed race characters. In Kuronbo tte Yobanai de, Masako’s 
moral superiority is emphasized, linked with her racial experience as a minority member in 
Japanese society. Kuroi Fūsen supports the mixed race orphan who identifies with a “black” 
balloon (i.e., Blackness) by exploring issues of identity in a very nuanced way. Yume Miru Shōjo 
depicts the everyday experiences of Black-Japanese mixed race children at an orphanage who 
overcome challenges. Also, taking a stance of supporting people of Black ancestry, Chiko to 
Isamu criticizes racism against Black-Japanese mixed race people in post-occupation Japan.  
          In contrast with these comic narratives seriously and sympathetically dealing with issues 
related to Black-Japanese mixed race children in Japan, the visual representations of these 
multiracial children in the comics vary from non-stereotypical to stereotypical. In the two 
comics⎯Kuroi Fūsen (1958) by Kazuhiko Tanigawa and Kuronbo tte Yobanai de (1959) by 
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Shigeru Irie⎯published earlier than the other two, the Black-Japanese mixed race characters are 
represented in non-stereotypical, creative ways. In Kuroi Fūsen, none of Jim’s facial features, 
including eyes, nose, and mouth/lips, are stereotypically depicted, and, therefore, his facial 
features do not mark his Blackness or Otherness. What is most striking about the representation 
of the Black-Japanese mixed race orphan in Kuroi Fūsen is skin color. Representing the skin 
color of the racially mixed orphan and monoracial Japanese as gray, the comic reminds that not 
only mixed race people of Black heritage but also monoracial Japanese are “colored.” Thus, 
Kuroi Fūsen challenges the concept of Japaneseness both in the narrative and in the visual 
imagery. Also, Masako in Kuronbo tte Yobanai de is depicted without resorting to prevailing 
stereotypes. Although her skin color appearing gray on paper and wooly hair function to signify 
Blackness, one would find that the Black-Japanese mixed race character is carefully and 
thoughtfully represented by avoiding exaggeration. Moreover, Masako’s big eyes with points of 
light allude to her morality and work together with the comic narrative to disrupt the stereotypes 
of Black people as childish, uncivilized, and inferior.          
          By contrast, Yume Miru Shōjo (1959-1960) by Shigeru Irie⎯the same artist who created 
Kuronbo tte Yobanai de⎯portrays Black-Japanese mixed race characters in ambivalent, 
contradictory ways. The comic includes two Black-Japanese mixed race main characters: 
Sachiko and Santa. Whereas Sachiko as the heroine of the comic is depicted without 
stereotypical black features, such as exaggerated googly eyes, thick lips, kinky hair, and a flat 
nose, Santa is represented in a manner similar to blackface minstrelsy. Compared to the 
blackface representation of Santa, the way in which Sachiko is portrayed in the comic seems 
better. However, it is undoubtedly problematic and deserves criticism, because it eliminates 
Blackness except for dark skin and renders Sachiko as the heroine acceptable to Japanese beauty 
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standards, which are largely inspired by white Western standards. The representation of the 
Black-Japanese mixed race character reveals that, without Black features, she can become 
consumable as a heroine.        
          In Chiko to Isamu (1961), the portrayal of Isamu illuminates another layer of blackface 
representation in Japanese contexts. Similar to Dakko-chan dolls⎯a Japanese version of the 
golliwog, Isamu is represented with grotesque and derogatory blackface features. However, 
Isamu’s grotesque blackface is viewed as “cute,” because he is “deformed” and vulnerable, and, 
therefore, he is no longer a threat. The helpless cutie deserves sympathy and now needs to be 
protected. As such, Isamu is represented in a stereotypical, demeaning fashion. At the same time, 
as a main character, he is viewed as cute⎯one whom the readers/spectators are supposed to root 
for. In this way, Blackness is appropriated and commodified in Chiko to Isamu.    
          Thus, the analysis of the representations of Black-Japanese mixed race characters in 
Nakayoshi and Ribon demonstrates that the visual portrayals of Blackness are not always 
ideologically consistent with the comic narratives. This suggests the complexity of the 
representation in comics, which consist of visual images as well as written texts. Furthermore, 
the analysis reveals that the autonomy of the creators is quite limited, and this contributes to the 
inconsistency between visual images and comic narratives. Indeed, as French critic Roland 
Barthes (1986) suggested, the meaning of a text has no origin because the text is necessarily 
made up of pre-existing texts. The author is not the originator of meaning but is only the 
compiler of intertextual meanings. As such, in the girls’ comics examined in this chapter, even 
the comic artists who were sympathetic to mixed race children in Japan and brought up the issues 
in their works ended up with visually representing Black-Japanese mixed race characters by 
relying on derogatory stereotypes.  
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          In addition to the blackface representation, the girls’ comics inadvertently contributed to 
foregrounding the Blackness of the mixed race characters and to link the image of occupation 
babies to Black-Japanese mixed race in the post-occupation context. This chapter covers all the 
comics that include Black-Japanese mixed race characters published in Nakayoshi and Ribon in 
the 1950s and 1960s. All of the Black-Japanese mixed race characters are either fatherless or 
parentless. This suggests that they are so-called “GI babies.” By stark contrast, few white-
Japanese mixed race main characters are depicted as “occupation babies” in girls’ comics in 
Nakayoshi and Ribon. However, in actuality, according to the research report provided by the 
Ministry of Health and Welfare in 1952, Black-Japanese mixed race children comprised only 14 
percent of the mixed race population (“Konketsuji wa 5,013 Nin,” 1952). In this sense, Black-
Japanese mixed race children are overrepresented as “occupation babies” in the girls’ comic 
magazines.  
          Although seriously engaged in issues related to racially mixed children in post-occupation 
Japan, these comics represent mixed race children as “social problems.” This perception of 
racially mixed children as “problems” is resonant with the way in which the mainstream news 
media represented them in the postwar context. It might not be unrelated to the fact that all of the 
comic artists who depicted the Black-Japanese occupation babies in the girls’ comics examined 
in this chapter are male. The experience of Japan’s defeat in World War II and of the U.S. 
Occupation threatened Japanese men’s masculinity, and, as Molasky (1999) posits, their 
humiliating experience was often linked with the sexual violation of Japanese women by the 
occupier. Racially mixed children as the products of the occupation “bear the imprint of sex as 
domination” (Field, 1991, p. 39). The representation of mixed race occupation babies as 
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“problems” serves to reinforce stereotypes associated with negative images, such as illegitimacy, 
poverty, and the lower socioeconomic class.  
          In addition to these negative images, Blackness further stigmatizes racially mixed 
occupation babies because of anti-Black racial ideology and aesthetics pervasive in Japanese 
society. In the girls’ comics, the image of this most stigmatized and most racialized group is, 
albeit not deliberately, exploited to dramatize the comic narratives. Given that the melodramatic, 
tear-jerking story was one of the most popular genres and many main characters were poor, star-
crossed orphans in Japanese girls’ comics at that time, the motif of a pitiful Black-Japanese 
mixed race occupation baby indeed effectively develops such a story. Moreover, their “black” 
skin, which is represented commonly as gray on paper, and their blackface features to a great 
extent function to create visual effects to highlight “difference” and to make them look “ugly.” 
The deviant skin color and exaggerated facial features are conveniently used to visualize 
“pitifulness.” 
          Also, by foregrounding Blackness of mixed race occupation babies, the girls’ comics focus 
on Blackness as domestic racial issues. Race is indeed equated with Blacks even in Japanese 
contexts. While it is important to address race relations and problems in domestic contexts in 
comics and in the media generally, it helps to shift attention away from whiteness and to replace 
issues of international relations and politics with issues of race in the local context. In other 
words, singling out Black-Japanese mixed race occupation babies as social problems in Japan 
obscures who the former occupier is and who is most responsible for abandoned multiracial 
children left in post-surrender Japan. From the late 1950s into the 1960s, the number of U.S. 
military bases in mainland Japan decreased by 25 percent (Oguma, 2002), while American-style 
consumer products, specifically home appliances, such as black-and-white televisions, 
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refrigerators, and washing machines, hit the market and fascinated the Japanese. This Japanese 
fascination with American consumer culture shaped a new image of America associated with the 
idealized affluent lifestyle. And, this updated image overshadowed the one linked with violence 
and military bases.  
          Ultimately, in such cultural, political, and social contexts of the postwar, the 
overrepresentation of Black-Japanese occupation babies in the girls’ comics served to foisting 
the blame of the former Western Occupation onto Black bodies. The representations of Black-
Japanese mixed race children in the girls’ comics contributed unwittingly to reconstructing the 
memories of World War II and the subsequent occupation by confusing and remaking the image 
















(In)visible Whiteness:  
White-Japanese Mixed Race Characters in Girls’ Comics 
          Partially due to growing anti-American sentiments in post-occupation Japan, issues of 
racially mixed children got attention from the Japanese media in the 1950s. Specifically, 
American racism against Blacks was a favorite topic among Japanese Communists in the 
postwar period (“Memo from Tokyo,” 1953). Black-Japanese mixed race children as motifs 
were, in a sense, exploited by the media in order to criticize U.S. hegemony and intensified 
capitalism. In the 1950s, Black-Japanese mixed race children were featured as “occupation 
babies” and “social problems” in different forms of popular media (e.g., Konketsuji (1953), Kiku 
to Isamu (1959), Karasu no Ko (1959), etc.) as well as the news media in Japan. Moreover, as 
the examination of Black-Japanese mixed race characters in Chapter 4 reveals, mixed race 
children of Japanese-Black ancestry are overrepresented as “occupation babies” in the Nakayoshi 
and Ribon magazines from the 1950s into the 1960s.   
          In the 1960s, Japan was transformed into a developed nation in the context of rapid 
economic growth. And, more and more people came to be fascinated with capitalist consumer 
culture, i.e., the American lifestyle, although, as Oguma (2015) observes, the dislocations of 
unprecedented economic growth also caused confusions and feelings of guilt and anxiety among 
the Japanese. In such economic, social, and cultural contexts, increasing attention to white-
Japanese mixed race stars in Japanese popular culture began to overshadow the presence of 
occupation babies generally and Black-Japanese mixed race people particularly. Attention to 
white-Japanese mixed race people and their star status as well as commodification of mixed race 
served to submerge the memories of World War II and the occupation. For example, during the 
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konketsuji boom in the 1960s, many white-looking mixed race models, such as Miki Irie, Lisa 
Akikawa, and Linda Yamamoto, appeared in advertising and fashion magazines. As fashion 
models, these white-Japanese multiracial women came to represent an idealized beauty rather 
than being stigmatized “GI babies” in the context of postwar economic miracle.  
          Most importantly, in 1966, Bibari (Beverly) Maeda was featured in advertising for 
Shiseidō’s summer beauty products. The CEO of an advertising research institute Takeo Sekine 
posits that this 1966 Shiseidō’s advertising is considered the first Japanese advertisement 
featuring a “beautiful woman” (MSN Entame, 2010). By using the mixed race model whose 
tanned skin displays healthy bodily beauty, the advertising introduced a new womanhood 
(Ishioka, 1979, Shiseidō, 1979). Put up in Shiseidō stores all over Japan, the advertising posters 
of Maeda were stolen by her fans and vanished overnight (Yamakawa, 1987). As such, the 1966 
Shiseidō’s advertising campaign featuring Bibari Maeda marked an important milestone in 
media representations of racially mixed people, specifically white-Japanese mixed race women, 
as well as in the history of multiracial Japanese people in Japan.  
          Moreover, the launch of Licca-chan dolls⎯French-Japanese mixed race dolls⎯in 1967 
marks another important milestone. As the Japanese version of Barbie dolls, Licca-chan dolls 
were developed and have become immensely popular since its release. In order to tailor the dolls 
specifically targeted at Japanese girls, the development team at the toy company Takara referred 
to popular girls’ comic magazines, such as Margaret, Nakayoshi, and Ribon. Because of the 
sensitivity of and the sophistication of their comic styles, the development team members loved 
works produced by female comic artists, such as Miyako Maki, Masako Watanabe, and Eiko 
Mizuno (Kojima, 2009). Indeed, in Nakayoshi and Ribon, white-Japanese mixed race characters 
were already represented in girls’ comics in the early 1960s. Up-and-coming women comic 
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artists, including Miyako Maki and Masako Watanabe, pioneered in depicting white-Japanese 
mixed race people in shōjo manga (Japanese girls’ comics). 
          In 1959, Gina wa Utau [Gina Sings] by Jun Mizushima was first printed in Nakayoshi. Of 
the two girls’ comic magazines, Gina wa Utau was the first comic to include a white-Japanese 
mixed race protagonist. Subsequently, eight girls’ comics featuring white-Japanese mixed race 
girls as main characters were published in Nakayoshi and Ribon in the 1960s. The eight comics 
include: Suzuko to Mirano [Suzuko and Milan] (1960-1961) by Kazuma Maki; Maki no 
Kuchibue [Maki’s Whistle] (1960-1963) by Miyako Maki; Shiawase no Hoshi [A Lucky Star] 
(1961-1964) by Setsuko Akamatsu; Kameria Yakata [Château Camellia] (1963) by Masako 
Watanabe; Ōjo Minako [Princess Minako] (1963-1965) by Masako Watanabe; Aoi Doresu [The 
Blue Dress] (1965) by Mihoko Matsuo; Jurietta [Julieta] (1966) by Akira Mochizuki; and 
Omasena Tedi [Precocious Teddie] (1967) by Hajime Hasegawa. Although all eight comics were 
analyzed, this chapter focuses primarily on Gina wa Utau, Maki no Kuchibue, and Ōjo Minako. 
          Gina wa Utau is, as mentioned earlier, the first comic to include a white-Japanese mixed 
race protagonist. In addition, serialized in Nakayoshi from 1959 to 1960, Gina wa Utau most 
seriously and directly addresses issues of mixed race people in Japan and in the United States 
and of interracial marriage. Also, Maki no Kuchibue and Ōjo Minako are important in the sense 
that these two girls’ comics were most popular among the comics listed above, created by the 
legendary women comic artists who pioneered Japanese girls’ comic style⎯Miyako Maki and 
Masako Watanabe.         
          Drawing on semiotics and theories of manga expression, this chapter explores the ways in 
which white-Japanese mixed race characters are represented in the girls’ comics published in 
Nakayoshi and Ribon during the 1950s and 1960s. Carefully analyzing visual images as well as 
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narratives in the girls’ comics, this chapter examines the ways in which the memories of World 
War II and the U.S. Occupation of Japan were reconstructed through representations of white-
Japanese mixed race people and a new mixed race identity was shaped in girls’ comic culture in 
the context of postwar rapid economic growth.     
 
Gina wa Utau: “Black” Eyes, “White” Hair, and Tragic Ainoko 
          Jun Mizushima’s Gina wa Utau [Gina Sings] was serialized in Nakayoshi from August 
1959 to December 1960. Mizushima is one of male comic artists who contributed their works to 
girls’ magazines in early stages of development of Japanese girls’ comics. Most importantly, 
Gina wa Utau is the first comic featuring a white-Japanese mixed race character in the two girls’ 
comic magazines. Set in a small town at the foot of the Rocky Mountains in the Western United 
States, Gina wa Utau revolves around a white-Japanese mixed race girl⎯Gina. Separated from 
her Japanese mother, she lives with her American father and grandfather in the United States. 
She has been raised by her American grandfather Fred, because her father as a captain of a ship 
always travels and is away from home. Fred is a rancher and teaches horse riding to Gina. He 
tries to raise Gina as “American.”   
          Naming a stray horse Lady, Gina tries to tame the horse. When feeding Lady, she meets a 
man⎯Bill Kidd. Bill looks like a cowboy, wearing a Western hat and boots. Indeed, he shows 
excellent competence in controlling Lady. Gina and Bill realize that they both have kuroi hitomi 
(black eyes). Gina tells him that she was born to a Japanese mother and an American father. 
Though Bill was quiet about himself, she feels a sense of affinity toward him because of his 
black eyes and asks him if he is interested in working on her grandfather’s ranch. Bill accepts the 
offer and starts to work at the ranch. However, Gina’s grandfather, in fact, does not like his 
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“black eyes.” Although embarrassed by this fact, Gina and Bill strengthen their bond, and, finally, 
Bill divulges to her that he was born to an American mother and a Japanese father.  
          In Gina wa Utau, “black eyes” function as a symbol of racial difference. Except for Gina 
and Bill, all characters live in the small town in the American West have eye colors other than 
“black.” The eye colors of these “American” characters are expressed by “white” on paper. More 
specifically, their irises are represented as colorless as contrasted with black pupils. According to 
comics conventions, like “white” hair, the white/colorless iris can mean any eye colors, such as 
blue, green, hazel, and brown, usually other than black. What is important in the comic Gina wa 
Utau, however, is that the “white” eyes of the “American” characters signify whiteness and 
clearly draw the line between whites and the white-Japanese mixed race characters.  
         Not only do “black” eyes make a sharp visual contrast with “white” eyes as a signifier of 
“unmixed” whiteness, i.e., purity, but they also work as a symbol of misfortune. Foreboding 
images associated with black eyes/mixed race is most obviously represented with the character 
development of Bill Kidd. Since Gina is protected by white men (or white “heroes” if you will), 
including his father and her grandfather, she can to a great extent ward off misfortune.  
          By contrast, without white man’s parentage/tutelage, the tragedy of black eyes has 
impacted Bill’s life. As a racially mixed person, he had an unhappy childhood and has been 
dogged by misfortune. Not only Gina’s grandfather but also Dean, a white man working at the 
ranch, does not like “black” eyes. When Bill introduces himself, Dean says to his face, “I hate a 
black-eyed person.” Bill then strikes Dean on his chin and ends up leaving the ranch. Although 
keeping his past secret, Bill is actually an escaped felonious criminal known nationwide. In 
addition to his “black” eyes that allude to ominousness, his black outfits, including his shirt and 
hat, suggest his “darkness” visually. This representation of a multiracial person as a criminal is 
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resonant with the belief in so-called “hybrid degeneracy.” The theory of hybrid degeneracy 
explains that mixed race people are emotionally unstable, immoral, and biologically inferior to 
“pure” races. Like “tragic mulatto” characters in classical Hollywood films (e.g., The Birth of a 
Nation (1915), Imitation of Life (1934 and 1959), Pinky (1949), Showboat (1951), etc.), Bill is 
represented as a tragic ainoko (a child of mixture), who “biologically” embodies criminality, 
immorality, and emotional instability.40 The black eyes of the mixed race character are thus 
linked with misfortune in the narrative in Gina wa Utau.  
          By contrast, Gina’s eyes are visually depicted as big, round eyes similar to Japanese 
heroines in other girls’ comics. Accompanied by points of light and long eyelashes, her eyes, 
albeit “black,” signify her pure heart, feminine beauty, and melancholy in the comic. Thus, 
burdening Bill with hybrid degeneracy, the comic allows Gina to keep the characteristics of the 
heroine of Japanese girls’ comics, such as innocent, star-crossed, and beautiful. 
          Like the visual representation of Gina’s large and round eyes, her high-bridged, narrow 
nose simply indicates that she is the heroine, rather than functioning as a marker of multiraciality. 
What makes Gina look white-Japanese is her hair. Given specific but nuanced connotations, her 
“black” eyes work as a racial signifier in the U.S. context within the comic narrative. On the 
other hand, her “white” hair serves graphically to normalize her multiraciality and allows passing. 
In Gina wa Utau, all white characters, including Gina’s father and grandfather, have “white” hair. 
In harmony with these characters’ hair, Gina’s white hair serves to emphasize her whiteness and 
assimilation into American society and culture. In other words, Gina is, although “impure,” 
accepted as one of “them” in the predominantly white small town, specifically because she is 
under her father and grandfather’s protection. White hair visually assures blood ties between 
Gina and these white men. 
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          By contrast, in Japan, her “white” hair stands out among Japanese characters whose hair is 
painted in solid black. Thus, her white hair turns to be a racial signifier in the Japanese setting. 
When Gina visits Japan in order to meet her Japanese mother and her sister, she is mistaken for a 
pickpocket. In fact, in line with the pseudo-scientific theory of hybrid degeneracy, racially mixed 
Japanese people as products of the occupation were stigmatized and associated with immorality, 
criminality, and delinquency in post-occupation Japan. Therefore, when getting lost and 
wandering downtown, Gina is questioned as a suspect for allegedly stealing a wallet because of 
her multiracial appearance. Curious onlookers talk to each other about the mixed race teenaged 
girl, i.e., Gina, and reveal their racist attitudes. A man points out, “Is she a konketuji [mixed-
blood occupation baby] picker, isn’t she?” Then, another onlooker responds to him, saying that 
“She must have escaped from an orphanage.” A different man comments, “She does bad things 
behind that pretty face.” As such, these Japanese onlookers connect the incident with Gina’s 
mixed racial background and blame her for something she even did not do. Thus, Gina’s white 
hair serves to mark her difference/Otherness and causes trouble in the postwar Japanese context. 
          In addition to issues related to mixed race people both in the United States and in Japan, 
issues of interracial marriage are dealt with in Gina wa Utau. Although Black-Japanese mixed 
race children were depicted in a few comics featured in Nakayoshi and Ribon prior to and around 
the same time as the publication of Gina wa Utau, the Black-Japanese characters are either 
fatherless or parentless, and interracial marriage, specifically a Black-Japanese mixed race 
marriage, is not even imagined in these comics. In the two girls’ comic magazines, therefore, 
Gina wa Utau is the first comic to portray interracial marriage. Not surprisingly, the mixed 
marriage between Gina’s Japanese mother and her American father cannot be achieved without 
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obstacles, however. Their interracial relationship is hindered by their Japanese and American 
families and even by a natural disaster.  
          Gina’s grandfathers, both American and Japanese, are strongly opposed to the interracial 
marriage between her Japanese mother Yōko and her American father Robert. These 
grandfathers signify remnants of World War II and serve as vehicles to portray overt racism 
against each other: Japan and the United States. As Fred does not like Bill Kidd’s “black” eyes, 
he reveals his hostility toward the Japanese. While Fred absolutely loves Gina and tries to raise 
her as “American” by ignoring her “black” eyes/Japaneseness, he does not accept her Japanese 
mother Yōko as his son’s partner and wife. It was Fred that kicked out Yōko from the United 
States. Forcefully separated from Yōko, Robert hopes to reunite with her and searches for her. 
Although knowing that Gina is also yearning for reuniting and living with her mother, Fred 
suggests to his son that he marry Anne⎯a white woman and Gina’s teacher. Robert gets upset 
and says, “I love Yōko and I will get her back.” But, Fred declares that he would never let her 
into his house and be a member of the family. This undoubtedly heightens conflict between Fred 
and Robert. 
          On the other hand, Gina’s Japanese grandfather disdains Americans. When Robert visits 
him in Japan, he refuses to talk with him. He says to Robert, “You are a complete stranger. I will 
not speak to you.” The grandfather even calls him an “American monkey.” As the 
American/white enemy was represented as an animal, monster, devil, et cetera in the Japanese 
media during the wartime (Dower, 1986), Robert is dehumanized by the Japanese grandfather, 
and this suggests that, for the grandfather, Americans are still considered the enemy.  
          As such, these American and Japanese grandfathers are represented as the legacy of the 
war and pose obstacles to the American-Japanese interracial marriage. Also, the grandfathers can 
 173 
be viewed as the metaphors for patriarchal authority and laws. In order to defend their nations 
and national identities, the grandfathers do not allow “aliens” (i.e., Yōko and Robert) to enter 
their lands (i.e., houses and families) and prohibit the interracial/international marriage between 
the Japanese woman (the yellow race) and the American man (the white race).  
          Thus, the mixed race marriage seems to be doomed. However, an unexpected 
hero⎯Shinichi Tachibana⎯appears. Shinichi is Yōko’s cousin, and, as a Japanese man in the 
younger generation, he embodies “democratic” postwar Japan. He is an automobile company 
executive and visits the United States on business. His automobile business and economic 
success conjure up the image of Japan’s postwar economic growth. During his visit in the United 
States, Shinichi sees Gina and hands her a letter from Yōko. Gina and her father learn about 
Yōko living with her mixed race, youngest daughter, who is Gina’s blood sister. Then, Gina and 
Robert decide to go to Japan to see them. As such, Shinichi⎯a symbol of a new, democratic 
Japan⎯helps them hold a reunion after years of separation.  
          Despite Shinichi’s help, the interracial marriage is not without complications. Gina goes to 
Japan on the ship Robert captains. On the ship is also Shinichi going back to Japan. Due to a 
dense fog, the ship collides with a British passenger vessel. While Gina is rescued from the 
sinking ship, Shinichi attempts to save Robert and fails to escape. Later, Gina finds out that the 
two men are missing and presumably dead. Not only Robert but also Shinichi get punished since 
he helps their reunion in Japan, by supporting their interracial marriage. Fortunately, both men 
are rescued by a Japanese fishing vessel, and Gina’s family members are finally reunited. Yet, 
Robert faces another obstacle. When he is trying to persuade Yōko’s father to get approval of his 
marriage to her, he hears from Dean, a worker for the ranch, that his father is in critical condition. 
Then, Robert decides to head back to the United States with Yōko and their mixed race children 
 174 
over the opposition of Yōko’s father. Shortly after the family’s arrival in the United States, Fred 
recovers from the critical condition caused by an injury. Finally, Fred accepts Yōko as Robert’s 
wife, and the family happily starts a new life in the United States.  
          As such, the overall message of the narrative in Gina wa Utau supports the interracial 
romance and marriage between Yōko and Robert. Given that Hugo Haas’s Night of the Quarter 
Moon⎯the first Hollywood depiction of an interracial marriage⎯premiered in the United States 
in 1959, the portrayal of the American-Japanese interracial marriage in Gina wa Utau published 
in the same year represents quite a progressive stance on interracial intimacy.41 Whereas Night of 
the Quarter Moon that depicts the interracial marriage between a white man and a Black-white 
mixed race woman with a racially ambiguous appearance, Gina wa Utau deals with the 
interracial and international marriage between a “monoracial” Japanese woman and a 
“monoracial” white American man. In addition, this American-Japanese couple has two mixed 
race children. Nevertheless, no one dies or really suffers a tragic downfall in the comic. Given 
that Japan was (and still is) more racially homogeneous than the United States, which has often 
been characterized by its racial diversity, it can be argued that the Japanese girls’ comic 
eloquently expresses its progressive stance on interracial intimacy.  
          However, the happy ending in Gina wa Utau serves to circumvent issues of interracial 
marriage and miscegenation in Japan. As Japan supported the adoption plan to bring mixed race 
occupation babies to the United States and hoped that Americans would take care of the issues, 
Gina’s family’s moving into the United States suggests the removal of the problems of interracial 
marriage and mixed race children from Japanese society. As Kenzaburō Ōe (1959 quoted in 
Kanō, 2007) points out in his essay in Shūkan Asahi, the assumption that transnational 
relocations of mixed race children and interracial couples would make them happier only hinders 
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Japanese people from facing these important issues and offers no real solutions (Kanō, 2007). 
Also, it is worth noting that antimiscegenation laws were still constitutional in the United States 
until the Supreme Court decision in Loving v. Virginia in 1967. At the time when Gina wa Utau 
was published in 1959, antimiscegenation statutes were in effect in twenty four states. Out of 
twenty four, eleven states, including Arizona, Georgia, Idaho, Missouri, Nebraska, Nevada, 
South Carolina, Texas, Utah, and Virginia, specifically banned interracial marriage between 
Asians and whites. As such, in reality, for interracial couples and racially mixed children, 
moving into the United States was not necessarily a better option in the late 1950s. Therefore, the 
happy ending in Gina wa Utau merely suggests an irresponsible solution and only serves to 
make Japanese readers feel good about themselves.     
 
“Blond” Hair, “Blue” Eyes, and Mixed Race Beauty 
          Shōjo manga (Japanese girls’ comics) as a genre were established in postwar Japan. Like 
Gina wa Utau by Jun Mizushima discussed above, while targeting young women and girl readers, 
Japanese girls’ comics were created predominantly by male artists in the 1950s (e.g., Fujio 
Akatsuka, Shōtarō Ishimori (a.k.a. Shōtarō Ishinomori), Tetsuya Chiba, Akira Matsumoto (a.k.a. 
Reiji Matsumoto), Jirō Tsunoda, Eiji Yamada, Mitsuteru Yokoyama, etc.). Not surprisingly, 
Japanese girls’ comics were less valued than boys’ comics. Male creators, specifically mediocre 
boys’ comic artists and rookies, contributed their works to girls’ magazines during the formative 
years of Japanese girls’ comics (Yonezawa, 2007).  
          Concurrent with the publication of Makoto Takahashi’s pioneering works⎯Norowareta 
Kopperia [The Cursed Coppéllia] (1957) and Arashi wo Koete [Beyond the Storm] (1958), 
which introduced a Japanese girls’ comics style (i.e., star-filled eyes and unconventional page 
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layouts), women comic artists, such as Masako Watanabe, Miyako Maki, Eiko Mizuno, Toshiko 
Ueda, Yōko Imamura, Chieko Hosokawa, and Setsuko Akamatsu, emerged and became popular 
into the 1960s (Fujimoto, 2009). Inspired by Makoto Takahashi’s works, female comic artists 
contributed to establishing a distinctive Japanese girls’ comic style in which ideals, dreams, and 
desires shared by both girl readers and women creators are imaginatively represented. As 
Takahashi’s style is characterized by illustrations of Western-looking girls with long-lashed big 
eyes, spectacular motifs (e.g., ballet, violin, princess, etc.), gorgeous props (e.g., flowers, ribbons, 
ballet costumes, etc.), and a sophisticated (read as “Western”) taste (Yonezawa, 2007), emerging 
female artists brought a Western atmosphere to the fore in their works by depicting Western style 
fashion, goods, and beauty.  
          Along the lines with these changes and trends in the late 1950s and the early 1960s, white-
Japanese mixed race characters began to appear in Japanese girls’ comics created by female 
artists. These racially mixed characters were no longer “occupation babies.” Rather, white-
Japanese mixed race girl characters in Japanese girls’ comics came to represent an idealized 
beauty, the bourgeois class, high society, wealth, luxury, and fashion style and aesthetics. Such 
representations of white-Japanese mixed race girls are arguably different from the portrayal of 
Gina in the comic Gina wa Utau, which was made by the male comic artist Jun Mizushima. In 
Nakayoshi and Ribon, several white-Japanese mixed race girls appeared as main characters in 
comics produced predominantly by leading women artists in the 1960s, including but not limited 
to, Maki no Kuchibue [Maki’s Whistle] (1960-1963, Ribon) by Miyako Maki, Shiawase no 
Hoshi [A Lucky Star] (1961-1964, Nakayoshi) by Setsuko Akamatsu, Kameria Yakata [Château 
Camellia] (1963, Ribon) by Masako Watanabe, and Ōjo Minako [Princess Minako] (1963-1965, 
Ribon) by Masako Watanabe.  
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“Blond” (White) Hair and “Blue” (Black) Eyes 
          Like Gina in Gina wa Utau, all the other white-Japanese mixed race main characters 
appearing in the two girls’ comic magazines in question have “white” hair. Since these 
characters are white-Japanese mixed race, it is reasonable to assume that their “white” hair 
represents blond or lighter hair color in comparison with Japanese black hair. What is important 
here is that, in addition to different hues, white hair signifies “difference.” As Yomota (1984) 
argues, white hair draws the line between “insiders” and “outsiders” in Japanese comics. In 
Nakayoshi and Ribon, white hair of mixed race characters indicates racial, class, and cultural 
differences. Whereas their actual hair colors are either verbally described (e.g., blond, brown, red, 
etc.) or unexplained, their white hair symbolically signifies their whiteness/non-Japaneseness. 
Usually paired with monoracial Japanese characters (e.g., mother, non-biological sister, friend, 
etc.), the white hair of mixed race characters makes sharp contrasts with black hair/Japaneseness. 
In other words, their Otherness is optically assured, and their phenotypical and physical 
differences are highlighted in comics. Moreover, as white hair can signify the upper class and a 
sophisticated, Western taste (Yomota, 1984), indeed, many of the white-Japanese mixed race 
characters in Nakayoshi and Ribon published in the 1960s are from wealthy families and live 
affluent, Western lifestyles (i.e., Marie in Maki no Kuchibue, Marianne in Shiawase no Hoshi, 
Rika in Kameria Yakata, and Minako in Ōjo Minako, and Julieta in Jurietta). To illustrate, the 
mixed race protagonist in Jurietta is a daughter of a medical doctor who is the head of a large 
hospital, and Rika in Kameria Yakata [Château Camellia], as the title suggests, lives in a 
luxurious house like a castle. As such, white hair is intimately linked with wealth and 
Westernization in these Japanese girls’ comics. 
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          In addition to “white” hair, eye color serves to signify whiteness/non-Japaneseness in these 
girls’ comics. Nevertheless, the eyes of racially mixed characters are visually portrayed as almost 
identical to those of monoracial Japanese heroines⎯disproportionately large, round eyes, which 
are filled with stars and/or points of light. Most importantly, the mixed race characters’ eyes 
appear as “black” on paper. In some comics, including Kameria Yakata, Aoi Doresu, and 
Omasena Tedi, no written explanation is provided, and, so, their eye colors are heavily 
dependent on readers’ imagination and interpretation. In other words, like “white” hair in comics, 
“black” eyes do not automatically mean actual eye color attributable to black irises. They can 
suggest various eye colors (e.g., blue, gray, hazel, brown, green, etc.). In other cases, the colors 
of the mixed race characters’ eyes are anchored by written texts. In Suzuko to Mirano, Milan’s 
eye color is depicted as “different” from Japanese black eyes. Maki no Kuchibue, Shiawase no 
Hoshi, and Jurietta clearly explain that the white-Japanese mixed characters have blue eyes.  
          As “blue eyes” have been fetishized by Japanese people and have worked as a metonymy 
for whiteness, “blue eyes” indeed serve most effectively and powerfully as a racial signifier in 
comic narratives. In Maki no Kuchibue and Jurietta, the blue eyes of the mixed race characters, 
Marie and Julieta respectively, function as the boundaries between these white-Japanese mixed 
race characters and Japanese main characters. In Maki no Kuchibue, for example, Marie’s blue 
eyes are linked with her coldness and snobbishness supposedly stemming from her wealthy, 
upper class background. Although still quite big and starry, her eyes are slightly slanted and 
smaller than those of the Japanese heroine⎯Maki. Contrasted with Maki’s bigger eyes 
representing her inner beauty, Marie’s eyes, in a subtle way, suggest her initial role as Maki’s 
rival and her meanness, rather than indicating a drop of Asian blood in Marie’s multiracial body. 
Since her first meeting with Marie, Maki is intimidated by her blue eyes and relates her eyes to 
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her cold-hearted personality. Maki is appalled by Marie’s “icy blue eyes” when she runs into 
Marie at ballet school but only receives a “cold” glance from her. However, in fact, Marie is not 
a cold person but a lonely one. Her “icy blue eyes” actually come from her loneliness but lead to 
a vicious spiral and isolate her from others. As such, the blue eyes work as a barrier between 
Maki as the Japanese and Marie as the Other and hinder the two girls from developing a 
friendship at the beginning.  
          Similarly, in Jurietta, blue eyes serve to draw the line between “mixed race” and 
“Japanese.” At the very beginning of the story, Hisako, the monoracial Japanese heroine, 
describes Julieta as a racially mixed girl with “blue eyes.” As a girl from a working-class, single-
mother family, Hisako is contrasted with Julieta, a daughter of the head of a large hospital, who 
have been brought up like a princess. Comparing herself with Julieta, Hisako has hard feelings 
toward her. She does not like Julieta’s snobbishness and is a bit jealous of her wealthy family 
background. Because of her racially mixed appearance⎯her blue eyes and blond hair, which is 
associated with her socioeconomic background, Julieta is misunderstood by Hisako and has a 
hard time making friends with her.  
          In these girls’ comics, blue eyes function not only as a metonymy for whiteness but also as 
a metaphor for a nearly insurmountable barrier between multiracial Japanese and monoracial 
Japanese. In these comics, the white-Japanese mixed race characters are not “occupation babies” 
who were stigmatized for their “questionable” belonging, their mothers’ immorality, and their 
lower socioeconomic class statuses. Instead, these mixed race girl characters belong to the upper 
class. Yet, their privileged class status still does not cancel out their racial Otherness, and their 




          In the 1960s, ballet repeatedly appeared as a motif in Japanese girls’ comics in which 
white-Japanese mixed race girls are featured as main characters. When Japanese girls’ comics 
blossomed and had been establishing itself as a genre in the immediate post-occupation years, 
ballet was one of the most popular themes in these comics. It is safe to say that Japanese girls’ 
comics contributed to disseminating and perpetuating the images of ballet, such as a white tutu, 
pointe shoes, sorrowful music associated with Swan Lake (Kyoto International Manga Museum, 
2013). Ballet appealed to Japanese girls to such a great extent, in part because it was a symbol of 
the West and its culture worshiped by the Japanese, particularly by girls and women, in postwar 
Japan (Fujimoto, 2013). For Japanese girls of limited means and feeling the wounds of the war, 
ballet worked as a perfect motif embodying their dreams and aspirations (Kyoto International 
Manga Museum, 2013). One of the leading women comic artists, Miyako Maki (Hidaka, 2006; 
Yamada, 2013), comments that Western culture, including films and the arts, had a powerful 
impact on her in the aftermath of World War II, specifically because importing and consuming 
Western culture were banned during the wartime period. She says that it was ballet as a 
European art form and the epitome of beauty that she was greatly attracted to and admired in the 
war-devastated milieu in post-occupation Japan.  
          Indeed, originated from Italy, matured in France, and perfected in Russia (Haga, 2013), 
ballet and its image have been inextricably linked with the West/whiteness since its introduction 
into Japan in the Meiji period (1868-1912). As ballet represented a longing for the West in jojō-
ga (lyrical-style illustration) in the 1910s and 1920s (Takabatake, 2013), it has been admired for 
its Western aesthetics and beauty within girl’s culture.   
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          Resonant with this glorification of ballet as quintessential Western aesthetics and beauty, 
ballet as a motif serves symbolically to represent the West in Japanese girls’ comics. Japanese 
girls’ comics, which include ballet as a motif, are called “ballet manga” and regarded as a 
subgenre in shōjo manga (Japanese girls’ comics). In the ballet manga published in Nakayoshi 
and Ribon in the 1960s, white-Japanese mixed race characters frequently appeared and played 
crucial roles in reconstructing the image of mixed race Japanese as well as in glorifying Western 
glamour of ballet in the Japanese context. These ballet-themed comics including white-Japanese 
mixed race characters are: Suzuko to Mirano (1960-1961), Maki no Kuchibue (1960-1963), 
Shiawase no Hoshi (1961-1964), and Kameria Yakata (1963). Created by up-and-coming comic 
artists of the time, most notably women artists, these works were serialized in Nakayoshi and 
Ribon and gained great popularity among girl readers.  
          Let us closely look at the representations of the white-Japanese mixed race character Marie 
Saijō in one of the ballet-themed comics⎯Maki no Kuchibue [Maki’s Whistle]. It is a very 
important work for the reason that it is the first comic produced by a female comic artist to 
include a white-Japanese mixed race main character in the two girls’ comic magazines in 
question. The aforementioned leading female comic artist Miyako Maki created Maki no 
Kuchibue, and it was serialized in Ribon for over three years, from September 1960 to April 
1963. In addition, due to its great popularity, Maki no Kuchibue was reprinted in special issues of 
Ribon in 1966. Also, it is worth noting that Maki’s works inspired the development team of 
Licca-chan dolls, which was launched by the toy maker Takara in 1967 (Fujimoto, 2006). Maki 
no Kuchibue is a bildungsroman centering on Maki Asakura⎯a monoracial Japanese young girl 
and ballet school student. In it, the white-Japanese mixed race character Marie Saijō appears as 
Maki’s rival ballet dancer and as her cousin. Maki no Kuchibue is usually included in the haha-
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mono (mother story) genre, centering on the mother-daughter relationship. Marie as Maki’s 
cousin plays a key role in complicating the haha-mono narrative in a melodramatic way. 
Furthermore, her mixed race ancestry contributes to reinforcing the image of ballet as the 
glamour of the West and to glorifying Western culture in general.        
          Not unrelated to the fact that ballet blossomed in France and has been viewed as a 
European art form in Japan, Marie is a mixed race girl of French ancestry. The comic ostensibly 
emphasizes her Frenchness by emphatically depicting her as Maki’s new classmate moving from 
Paris in her first appearance. Indeed, like Marie, all the other white-Japanese mixed race 
characters in the ballet manga published in Nakayoshi and Ribon during the 1960s have 
European heritage. The gifted child ballet dancer Milan in Suzuko to Milano was born to an 
Italian mother and a Japanese father. Marianne in Shiawase no Hoshi is a daughter of a former 
French ballet dancer. Also, Rika as a daughter of a former prima ballerina in Kameria Yakata is a 
British-Japanese mixed race girl. The fact that all these racially mixed characters have no 
American heritage is crucial, because their European roots, as opposed to American ones, help 
separate these characters from negative images of mixed race GI babies. Their Europeanness as 
whiteness, in harmony with the representations of the mixed race girl stars (i.e., Haruko 
Wanibuchi and Emily Takami) in Nakayoshi and Ribon, serves to remake the meanings of mixed 
race people in Japan and shape a new, chic mixed race identity.  
          Also, it is worth pointing out that in these comics, except for Kameria Yakata, the fathers 
are Japanese, and this to a great extent helps to assure their legitimacy and eligibility for the 
“membership” of the Japanese community. Yet, these mixed race girl characters do not 
necessarily have both mother and father. In line with the trend in Japanese girls’ comics in the 
1950s and 1960s, these comics are not only ballet-themed but also melodramatic and tear-jerking. 
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Therefore, in Maki no Kuchibue, Marie’s Japanese father is, in fact, dead.42 While her fatherless 
background overlaps with the image of occupation babies in postwar Japan, this does not 
stigmatize Marie as a mixed race girl. Rather, her fraught family situation only helps to enhance 
her melancholy and inner beauty as well as to dramatize the narrative in the comic. In this sense, 
the multiraciality of the mixed race character is exploited to develop the melodramatic story in 
Maki no Kuchibue.       
          Moreover, the ballet motif works to link Marie’s European heritage with her upper class 
status. In reality, as Yonezawa (2007) points out, to become a ballerina was considered quite 
expensive and luxurious in the 1950s and 1960s in Japan since a full set of costumes, such as a 
tutu and pointe shoes, and formal lessons were necessary. Therefore, ballet motifs entail luxury 
and a gorgeous style in Japanese girls’ comics published in the post-occupation years, and white-
Japanese mixed race characters are depicted as the embodiment of wealth and the European 
lifestyle. Indeed, the Otherness/Westernness of white-Japanese mixed race characters serves to 
bring reality to their affluent lifestyle and to make readers dream.  
          In Maki no Kuchibue, Maki and Marie first meet at a ballet costume store. Whereas Maki 
asks for the most affordable pointe shoes, Marie picks up a pair of gorgeous custom-made shoes. 
In addition to the shoes, Marie gets a white tutu and tights, specifically requesting a sales 
assistant to give her “the finest items.” After Marie leaves, Maki asks the sales assistant about 
her, “Is the girl a foreigner, isn’t she? She is very fluent in Japanese.” Then, the sales assistant 
responds, “No, she is konketsuji [a mixed-blood child]. I heard that her father was Japanese and 
wealthy. She is a spoiled princess.” As such, in this scene, Marie as a daughter of a wealthy 
family stands in sharp contrast with Maki as an “ordinary” Japanese girl, with whom readers are 
supposed to identify. Furthermore, this contrast highlights Marie’s foreignness. As an affluent 
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lifestyle was equated with Westernness in post-occupation Japan, Marie’s foreignness 
intertwined closely with whiteness makes her luxurious lifestyle more credible. Ultimately, 
Marie’s wealthy background in conjunction with her racial foreignness signifies Otherness.  
          Although Marie’s French heritage and her upper class background serve to distinguish her 
from mixed race occupation babies and to position her higher than those American-Japanese 
occupation babies in the social and racial hierarchy in Japan, she is still the Other. In Maki no 
Kuchibue, through the eyes of Marie’s Japanese grandfather, ballet is represented as a metaphor 
for the West/white blood, which is an indelible mark stained in Marie’s body. Similar to Gina’s 
Japanese grandfather in Gina wa Utau, Marie’s grandfather⎯a former politician⎯functions as a 
metaphor for the wartime Japan and traditional patriarchal authority. Therefore, for him, the 
West is still the enemy, and he has a difficult time accepting Marie as his granddaughter due to 
her “golden hair” and “blue eyes.” He then attempts to make Marie “Japanese.” The grandfather 
forces her to learn classical Japanese dance, hoping that she will quit ballet. Marie makes every 
effort to live up her grandfather’s expectations, although she cannot give up ballet. Clad in a 
kimono, she endures hard Japanese dance lessons. Nevertheless, she can never perform a 
Japanese dance well. The grandfather gets frustrated; Marie feels devastated. Indeed, white blood 
in her body, i.e., ballet skills and talent, hinders her from acquiring Japanese dance skills. The 
antagonism between ballet and classical Japanese dance alludes to incompatibility between white 
(the West) and Japanese (the East) blood. The grandfather proclaims that he hates ballet and goes 
further to say that he cannot let a western(ized) person in his blue-blooded family.  
          However, after starting to live with his other granddaughter Maki, who is also a ballet 
school student, the grandfather comes to terms with his mistaken idea about ballet (i.e., the West). 
The grandfather dies, after finally accepting Maki’s mother⎯a former prima ballerina and a 
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“westernized” Japanese woman who “stole” his son from him. The grandfather’s death connotes 
the demise of Japanese wartime ideology and the absolute patriarchal authority. In this way, 
Maki no Kuchibue criticizes Japan’s mistake of going to war as well as the grandfather’s narrow-
mindedness and racist thinking. Nonetheless, this does not mean that the comic is completely 
free from ideological struggles and is critical and progressive enough to maintain full support of 
mixed race Japanese. Indeed, Marie’s Westernness/Otherness is foregrounded and exploited in 
order to construct the glamorous image of ballet and to make the narrative more dramatic. In the 
end, Marie goes back to France by choosing her French grandmother (Westernness/French 
identity) over her Japanese grandfather (Japaneseness/Japanese identity). Then, she successfully 
enters a prestigious national ballet school in Paris. Her return to the West illuminates the way in 
which Marie is represented in the comic in particular and the way in which mixed race people 
are accounted for in Japanese society in general. In the comic narrative, Marie’s moving into 
Paris is depicted as a happy ending, based on the assumption that it is “natural” and best for her. 
In addition, Paris as a foreign setting in the comic was associated with romantic and glamorous 
images (Prough, 2011), partly because there were restrictions on overseas travel until 1964, and, 
therefore, international trips were quite expensive and out of reach for ordinary people in post-
occupation Japan (Bradsley, 2013; Hamada, 2011). As such, in keeping with the image of Marie 
associated with the upper class, wealth, and luxurious lifestyle, her return to Paris is represented 
positively and with good intentions. Arguably, readers would also hope her success and 
happiness. Nevertheless, similar to the transpacific relocation of Gina’s interracial family in Gina 
wa Utau, the belief that the racially mixed girl Marie would be happier and more successful in 
France⎯“her home country”⎯is predicated on Japanese perception of mixed race Japanese 
people as the Other (i.e., outsider and non-Japanese). Taken for granted, this exclusionist 
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thinking suggests that Japanese society was not yet ready to accept mixed race people as 
Japanese. Marie’s return to France subtly but assuredly suggests the removal of the problems of 
miscegenation and mixed race children from Japanese society. This allows people to look the 
other way on the important issues related to mixed race in the imagined homogeneous nation, 
while letting them consume multiraciality in the media.         
 
Princess 
        Whereas Japanese boys looked up to superheroes in boys’ comics, Japanese girls adored 
princesses and girl stars in girls’ comics. And, the ballerina emerged as a more realistic and 
accessible icon for girls in post-occupation Japan (Yonezawa, 1991), because she was the 
princess whom ordinary girls could become by their own effort (Fujimoto, 2013). In Maki no 
Kuchibue, Marie is represented metaphorically as a “princess” in relationship to the ballet motif, 
which is linked with a luxury lifestyle. The princess was another motif often associated with 
white-Japanese mixed race characters in Nakayoshi and Ribon published during the 1950s and 
1960s. Indeed, many of the white-Japanese multiracial characters are the daughters of wealthy 
families (e.g., Marrianne in Shiawase no Hoshi, Rika in Kameria Yakata, Julieta in Jurietta, and 
Marie in Maki no Kuchibue), and their wealth and upper class status are intimately linked with 
their phenotypically white appearances (e.g., blue eyes and blond hair). As various kinds of 
princesses, such as Princess Michiko, Princess Grace of Monaco, and Cinderella, fascinated 
Japanese girls for their western(ized) beauty, noble ancestry, wealth, and luxurious lifestyle, the 
princess motif appealed to them and served to solidify the image of phenotypically white mixed 
race Japanese associated with the upper class, wealth, and beauty in the girls’ comic magazines.  
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          Masako Watanabe’s Ōjo Minako [Princess Minako], one of the most popular girls’ comics 
in which mixed race princesses are represented, was serialized in Ribon from December, 1963 to 
March, 1965. Masako Watanabe⎯a leading female comic artists and a recipient of the Order of 
the Rising Sun (4th Class, Gold Rays with Rosette) in 2006⎯gained great popularity among 
Japanese girls in the 1960s for her comic style in which gorgeous Western-style furniture and 
costume are depicted in ornate detail and a glamorous vibe from the Western lifestyle is exuded 
(Yonezawa, 2007). Watanabe’s Ōjo Minako depicts a white-Japanese mixed race princess, 
highlighting her beauty, wealth, and luxury lifestyle. Although the multiraciality of Minako helps 
develop the princess character in Ōjo Minako, the comic only indirectly and uncritically deals 
with issues of miscegenation and mixed race identity. The close examination of the mixed race 
princess in Ōjo Minako illuminates the ways in which maltiraciality with whiteness is related to 
beauty, wealth, and high society. Moreover, the examination reveals the ways in which 
glamorized multiraciality, in fact, served to highlight “difference” and otherize mixed race 
Japanese. 
           Set across imaginary foreign countries, Ōjo Minako revolves around the white-Japanese 
mixed race girl Minako. She was born to a former Japanese opera diva and the Prince of Assam. 
Indeed, Minako’s mother, Yuki, as a singer-turned-princess recalls the actress-turned-princess 
Grace Kelly as well as the first commoner to join the Japanese royal family Michiko Shōda. 
Born to be a princess at the mercy of fate in a fairy tale, Minako is abducted by the infamous 
pirate Ababa. Although separated from her biological, royal parents, she has been carefully 
protected and raised as Ababa’s daughter⎯Gerbera. Ababa is disguised as a European aristocrat 
in front of his daughter, and, therefore, like a “princess,” Gerbera/Minako lives a luxurious life in 
a remote island.    
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          In Ōjo Minako, Gerbera/Minako’s multiraciality is not overtly related to the plot and is not 
explored in detail. Specifically, after kidnapped by Ababa and reborn as the daughter of the 
white man, Gerbera loses her mixed race identity as well as her Japanese name: Minako. She 
does not even know what the “mother” is since she has been told by Ababa that she was born of 
a flower⎯a red gerbera. In addition, her hair color is transformed from “gray”⎯a mixture of 
black (Japanese black hair) and white (blond hair)⎯into “white,” after separated from her 
biological parents.  
          Ten years after Minako as a newborn baby is abducted by Ababa at the very beginning of 
the story, Minako reappears as Gerbera and meets the white young man Popo⎯the hero and the 
princess’s future partner who rescues her from the hands of the bad guy Ababa. Exactly like 
heroines in Japanese girls’ comics generally, Gerbera has large, round eyes and a high-bridged, 
narrow nose. Her facial features therefore simply signify that she is the heroine of the comic, 
rather than indicating her multiraciality and/or whiteness. Similar to the other white-Japanese 
mixed race characters in Nakayoshi and Ribon, Gerbera has “white” hair, and it functions as the 
most significant racial signifier among her physical and facial features portrayed in the comic. In 
other words, her “white” hair is the only physical feature that visually signals her 
multiraciality/whiteness. In this way, her “difference” is made visible. Yet, it is invisible at the 
same time. Rather than simply marking “difference,” her multiraciality/whiteness is interpreted 
and represented as “universal” beauty, which is non-threatening and racially unmarked. Her 
beauty is both visually and verbally represented and highlighted in the comic. Gerbera/Minako is 
repeatedly described as “beautiful.” Colorblind ideology operates in the comic, and, therefore, 
the whiteness/mixed raceness of Gerbera/Minako is invisible and taken for granted under the 
guise of her “beauty,” which is actually strongly impacted by Western racial ideology and 
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aesthetics. Indeed, her beauty captivates everyone, even Ababa, who is the diabolical pirate and 
the bad guy in Ōjo Minako. In one scene, Ababa proudly states, “Gerbera is such a pretty girl. 
She has beautiful, limpid eyes and rosy cheeks. She is innocent, pure, and beautiful like an angel. 
She is precious to me. She is my life.” Here, “rosy cheeks” suggest her “white” (i.e., race and 
hue) skin. Furthermore, liken to an “angel,” which is often associated with whiteness, beauty, 
and innocence, Gerbera’s “universal” physical and inner beauty is foregrounded and assured by 
Ababa’s words.  
          Moreover, through Popo’s eyes and imagination, Gerbera’s beauty is vividly represented 
and glorified. When Popo first meets Gerbera, she is described as a “beautiful girl,” and this 
written description is accompanied by Gerbera’s portrait against the background of flowers. 
These flowers do not actually exist there. Rather, these imagined flowers as a keiyu (shape 
metaphor) are visualized and work to give additional meanings. In the comic panel, the flowers 
operate to signify Gerbera’s inner as well as physical beauty and to show readers/spectators how 
beautiful she is. Indeed, Popo functions as a vehicle for demonstrating Gerbera/Minako’s beauty 
to readers/spectators in the comic. He tells Gerbera that she is the prettiest, although his sister 
and the Princess of Assam (i.e., Minako’s mother) are also stunning. Later, reuniting and 
catching up with his sister, Popo talks about Gerbera. While verbally describing her as “a pretty 
girl who is nothing like her father [Ababa],” he conjures up an image of Gerbera in his mind. In 
the panel, Gerbera’s gently smiling face against the backdrop of flowers is superimposed on the 
image of Popo speaking to his sister. Gerbera’s portrait embellished with flowers imagined in 
Popo’s mind shows that he is mesmerized by her beauty. Also, in harmony with the flowers, 
which allude to Gerbera’s beauty within and without, two eye-catching, fancy ribbons in her 
shiny hair work to foreground her girly beauty and affluence. 
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          Gerbera/Minako as a “princess” usually wears a dress excessively embellished with 
ribbons and ruffles. Two braids tied off with large ribbon bows are her favorite hairstyle. A 
tiered ruffle dresses are flattering on her. Her flowy nightgowns are, of course, adorned with 
frills and ribbons. Indeed, in Ōjo Minako, her fashion style plays a crucial role in constructing 
her image associated with glamorous lifestyle, wealth, and beauty.  
         In an episode, accompanied by Gerbera, Ababa/Count Granada sneaks into a flower 
festival held in the Kingdom of Assam to steal a diamond crown from Princess Yuki. Gerbera as 
a daughter of Count Granada meets Princess Yuki at a party held at the palace without knowing 
that the princess is her real mother. Yuki is also unaware that Gerbera is actually her daughter 
Minako. Yuki is so impressed by Gerbera/Minako’s beauty and offers Count Granada a 
compliment on Gerbera, saying that “she is a stunningly beautiful girl. You are a lucky person.” 
In this dramatic episode, Gerbera’s ball gown is one of the highlights and serves to signify who 
she is. When showing up along with Count Granada in front of the Prince and Princess of Assam, 
Gerbera wears a tiered ruffle gown with ribbon tie back and a fetching headdress. The bodice of 
her gown is decorated with multiple layers of ruffles, which help her face look gorgeous from 
every angle. The ruched three-quarter sleeves look like flower petals and give elegance to her 
movements. The multi-tiered ruffle bottom part of her gown is stunningly bold, fun, and cute. 
Her headdress is also made of lace ruffles studded with a ribbon. The delicate ribbon sways in 
the breeze.  
          Like flowers as a keiyu, these visually elaborated details of her outfit are quite expressive. 
These excessive decorations are undoubtedly eye-catching and function to signify that Gerbera is 
special. That being the case, ribbons and frills are not merely a fashion style and embellishment 
in the girls’ comic. The excessive decorative ornaments make garments look expensive and 
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suggest the wearer’s socioeconomic status and her position in society. Moreover, despite the fact 
that these sartorial decorations have been worn by both men and women throughout history, they 
have been viewed as items exclusively for women (Honda, 2010). In other words, ribbons and 
ruffles have been associated with idealized feminine beauty and womanhood. Therefore, as the 
sum of “cute things” in a girl’s room is equated with her (Ōtsuka, 1989), in Ōjo Minako, ribbons 
and frills as “cute things” are, I would argue, part of Gerbera and serve to bring out and signify 
her beauty, girly cuteness, luxurious lifestyle, and wealth.  
          Masuko Honda (2010) examines the notion of hirahira⎯the movement of objects, 
including ribbons and frills, which flutter in the breeze, and she offers insight into hirahira as a 
symbol of girlhood. Girls themselves choose images of fluttering movement as their own 
representation. Honda (2010) suggests that, in a spirit of freedom, girls’ culture and the 
liminality of hirahira, which is “alogical” and “unworldly,” in particular never have a cozy 
relationship with the established social order (p. 36). She argues that hirahira aesthetics and 
ethics refuse to remain within a single category, shift boundaries, and nullify the established 
classification and the order of things. In this sense, hirahira is heretical and is associated with 
“the image of the free and the nomadic, of the movement of Gypsies” (Honda, 2010, p. 35). 
          Fluttering ribbons and frills, as argues Honda (2010), are the signs that most effectively 
visualize hirahira aesthetics and its spirit. And, the world of Japanese girls’ comics is a place 
where ribbons and frills flourish and where characters with these embellishments are animated. 
Given that hirahira aesthetics is central in Japanese girls’ comics, it is no surprise that the mixed 
race girl Gerbera/Minako fits in the world in which border crossing is allowed or even 
encouraged and the boundaries between the real and the imagined worlds are blurred. As, in the 
Meiji Period, girl students wearing ribbons in their hair had no hesitation in claiming ribbons that 
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represent Western culture as their own style (Honda, 2010), the beribboned and befrilled 
multiracial princess is welcomed and accepted in the world of Japanese girls’ comics. The 
liminality of multiraciality works in harmony with hirahira aesthetics and comes into the world 
of girls. Hence, Gerbera/Minako’s multiraciality is almost invisible. Seemingly, it does not really 
matter and is rather wafting in the symbolic world.  
          Nevertheless, despite the openness and flexibility of hirahira aesthetics in Japanese girls’ 
culture, it has to be pointed out that hirahira aesthetics does not counter Western culture and 
challenge white privilege, supremacy, and hegemony. As ribbons and ruffles reminded Honda, 
who was a girl both in the prewar and the postwar/occupation periods, of dazzling Western 
lifestyle and taste, such as Louis Quatorze, Rokumeikan, and grand ball (Honda, 2010), hirahira 
manifests affinity for white Western culture.43  
          Indeed, as the modern girl epitomizes Western impact on Japanese fashion and beauty 
aesthetics in prewar Japan, Japanese girls have been fascinated with the West and its culture 
since the early twentieth century. Within Japanese girls’ culture, whiteness has been glorified, 
appropriated, normalized, and consumed since then. Thus, in Japanese girls’ culture, whiteness is 
blatantly favored over other “colors,” specifically Blackness. As discussed in Chapter 4, 
although in the 1950s, after the end of the U.S. Occupation of Japan, Black-Japanese mixed race 
characters appeared in Japanese girls’ comics, including those published in Nakayoshi and Ribon, 
they were overrepresented as “occupation babies” characterized by illegitimacy, poverty, and 
deviant looks. They were never associated with neither beauty nor the Western lifestyle. Instead, 
their colored bodies served to function as metaphors for the defeated Japan, which is inextricably 
linked to a sense of inferiority to the West. As such, hirahira aesthetics particularly and Japanese 
girls’ culture generally are to a great extent color conscious and “innocently” uphold the pro-
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white and anti-Black racial ideology. The emphasis on beauty, fashion, and lifestyle disguises 
racial ideology hidden behind the glamorous surface and makes race invisible and seemingly 
unimportant. Ultimately, in Ōjo Minako, intimately entangled with hirahira aesthetics, 
Gerbera/Minako’s multiraciality is rendered unmarked and accepted largely because of her 
whiteness, which is fetishized and commodified in Japanese popular culture.           
 
Still the Other: Aesthetics and Ethics in Japanese Girls’ Comic Culture 
          In the late 1950s, Makoto Takahashi, an illustrator and comic artist, introduced the 
Japanese girls’ comic style, which characterized distinctively by star-filled eyes and 
unconventional page layouts (Fujimoto, 2009). Most importantly, Japanese girls’ comic style is 
filled with a Western atmosphere by the use of Western/white-looking characters, motifs (e.g., 
princess, ballet, and violin), and props (ribbons, ballet costumes, and flowers) (Yonezawa, 2007). 
Inspired by Takahashi’s works, including Norowareta Kopperia [The Cursed Coppéllia] (1957) 
and Arashi wo Koete [Beyond the Storm] (1958), emerging women comic artists followed his 
style and came to the forefront within Japanese girls’ comic culture into the 1960s. As the 
leading female comic artist Miyako Maki (2006, 2013) reflects that Western culture and its 
beauty captivated her in the war-devastated milieu in postwar Japan, emerging women comic 
artists brought a Western vibes to the fore in their works by depicting Western-style fashion, 
beauty, and goods. In this way, women comic artists’ admiration for the West was exhibited in 
their comics.   
          Indeed, Japanese girls’ fascination with Western culture and beauty remained alive even 
during the war. Masuko Honda (2010) recalls that, while waving the national flag and 
farewelling Japanese soldiers leaving for the front, “in a room redolent with the imagined 
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fragrance of hot-house freesias,” she secretly enjoyed the world of girls’ novels (shōjo shōsetsu) 
in which the heroines “in crimson crepe-de-chine Sunday dress or pink organdie afternoon frock, 
accompany themselves on the piano and sing Wilhelm Arendt’s “Forget-me-nots” (p. 20). Also, 
Masako Watanabe (2008) divulges that, when she found out that the war ended from listening to 
the broadcast of the voice of Japan’s Emperor Hirohito, the first thing she thought about was that 
she could finally wear a skirt, i.e., Western-style clothing banned in wartime Japan. As such, 
Japanese girls’ love for Western culture did not die even during World War II, and postwar 
Japanese girls’ comics made by female artists, albeit unwittingly, served to create the continuity 
from the wartime to the postwar period by re-glamourizing Western culture, beauty, and 
aesthetics in the Japanese mediascape. In keeping with this fascination with Western glamor and 
sensibility, in the girls’ comics produced by women comic artists (e.g., Miyako Maki, Masako 
Watanabe, etc.) in Nakayoshi and Ribon, white-Japanese mixed race characters tinged with a 
Western air are represented not as “occupation babies” but as the embodiments of ideals, dreams, 
and desires. In the emerging consumer culture in the context of Japan’s postwar economic 
growth, white-Japanese mixed race girl characters in girls’ comics came to signify idealized 
beauty, the upper/upper-middle class, wealth, luxury, and stylishness.             
          In Nakayoshi and Ribon, white-Japanese mixed race girl characters often appear as 
ballerinas. These representations of white-Japanese mixed race ballet dancers greatly contributed 
to improving the images of mixed race people in Japan. In postwar Japan, not only was “ballet” 
viewed as a European art form and the epitome of beauty, but also it alluded to a luxurious 
lifestyle and glamorous fashion for its intricately-designed costumes (e.g., tutu, pointe shoes, 
headpiece, etc.) and expensive lesson fees. Thus, in Maki no Kuchibue, for example, Marie Saijō, 
a French-Japanese mixed race ballerina, is represented as a “spoiled princess” who can afford a 
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pair of gorgeous custom-tailored pointe shoes. The development of this character therefore 
serves to connect the white-Japanese mixed race with fashion, wealth, the upper class, and 
affluent lifestyle that Japanese people, specifically girls, dreamed about in 1950s and 1960s 
Japan.  
          In postwar Japan, the ballerina was regarded as a princess whom an ordinary girl could 
become by her own effort (Fujimoto, 2013). As Marie Saijō is depicted as a “spoiled princess” 
metaphorically in Maki no Kuchibue, the “princess” is another motif often associated with white-
Japanese mixed race girls in Nakayoshi and Ribon. Arguably, the princess is associated with the 
images of wealth, high society, and a luxurious lifestyle. Besides, in Japanese contexts, the 
princess is intimately intertwined with the concept of whiteness and “universal” beauty. 
Worshiping and consuming the princess as “universal” beauty render whiteness invisible. In Ōjo 
Minako, the mixed race princess Minako/Gerbera is abducted by Ababa⎯an infamous pirate and 
white man. She has been raised as the white man’s daughter. Her whiteness is thus foregrounded 
whereas her Japaneseness is suppressed. At the same time, Minako/Gerbera’s beautifulness is 
centered in the comic. Her whiteness is normalized and interpreted as “universal beauty” rather 
than ostensibly marking “difference” in the comic narrative. Moreover, Minako/Gerbera’s 
fashion style characterized by excessive embellishments (e.g., ribbons and ruffles) works 
visually to emphasize her beauty, while beclouding her race. Within Japanese girls’ culture, 
hirahira aesthetics, which refuses to remain within a single category, shifts boundaries, nullifies 
established categories, helps to destabilize the meaning of mixed race people, and embrace the 
liminality of multiraciality. Thus, incorporating Western sensibility, hirahira aesthetics, I argue, 
has a certain power to make “difference” non-threatening and palatable.   
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          As such, the Japanese girls’ comics created by female artists, including Miyako Maki and 
Masako Watanabe, to a great extent, contributed to changing the meanings of mixed race 
Japanese. The representation of white-Japanese mixed race characters in girls’ comics helped 
disrupt the stereotypes of mixed race Japanese as being “GI babies” in the post-occupation 
context. Also, not only the glamorous images of white-Japanese mixed race characters but also 
these characters’ European heritage (as opposed to an American one) function to obscure the 
image of the West, specifically the United States, associated with violence, warfare, and 
occupation forces and to submerge the memories of Japan’s defeat in World War II.  
          The glamorous images of white-Japanese mixed race characters closely overlap the images 
of whites, which were reconstructed and re-glorified after the end of the U.S. Occupation. 
Bombarded with media images of whiteness imported mostly from the United States, Japanese 
people were fascinated with the Western lifestyle, affluence, wealth, and fashion, and came to 
idealize whiteness. Glamorized in consumerist media culture, white-Japanese mixed race 
characters are, in short, portrayed as “white” rather than “Japanese.” In the girls’ comics, white-
Japanese mixed race people are lumped together with white people (i.e., non-Japanese 
foreigners), and the whiteness of white-Japanese mixed race characters is overwhelmingly 
emphasized. In Maki no Kuchibue, Marie as a ballet dancer from a wealthy family is contrasted 
with the protagonist Maki as an “ordinary” Japanese girl. Most importantly, Marie’s return to the 
West (i.e., France) is depicted as a “natural” result and a happy ending. This illuminates Japanese 
perception of the white-Japanese mixed race people as the Other (i.e., white, outsider, and non-
Japanese).  
          Moreover, physical characteristics of white-Japanese mixed race characters represented in 
the girls’ comics serve, albeit subtly, to signify “difference” and reduce them to the white Other. 
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As Yomota (1984) argues that “white” hair indicates “outsiders” in Japanese comics, the hair of 
white-Japanese mixed race characters is represented as “white” in the girls’ comics. Their “white” 
hair visually assures their Otherness as well as whiteness. As “blue” eyes have been fetishized 
and worked often as a metonymy for whiteness in the Japanese cultural landscape, “blue” eyes 
function as a racial signifier in girls’ comics. “Blue” eyes as a metaphor for a barrier divide the 
Japanese from the white Other. “White” hair and “blue” eyes powerfully mark otherness, 
because these “biological” characteristics can naturalize and fix difference. While “white” 
(blond) hair and “blue” eyes are linked with positive images, including beauty, wealth, luxury, 
and the upper class, these serve to otherize and whiten mixed race characters.      
          Representations of white-Japanese mixed race people associated with the upper class, high 
society, wealth, and affluent lifestyle are undoubtedly more positive, compared to the images of 
mixed race occupation babies who are perceived as being from lower socioeconomic class, 
illegitimate, and living in poverty. However, as these positive images were intimately related to 
the images of the West and whiteness emerging in postwar Japan, white-Japanese mixed race 











Mixed Race Imagery and Memories of Japan’s Defeat in World War II 
          In summer in 2009, I visited the National Film Center at the National Museum of Modern 
Art in Tokyo. I went there to watch the film Yassa Mossa [War Babies’ Home] (1953). Yassa 
Mossa, a slapstick comedy, revolves around a Japanese woman running an orphanage for mixed 
race GI babies in the wake of the U.S. Occupation of Japan. The film ends with a memorable 
scene in which a Black-Japanese mixed race young boy is crying after being stoned by bullies. 
When walking out of the theater, I overheard a group of Japanese women talking about mixed 
race children featured in Yassa Mossa. One of these women said, “I feel sorry for them [racially 
mixed occupation babies]. But, where are they now? I’ve never seen them.” It seemed that none 
of these women knew the answer. These women appeared to be in their early sixties. That is to 
say, “occupation babies” are, in fact, in their generation. For a while, I was wondering why these 
women had never seen “occupation babies.” Didn’t they have any of these mixed race people as 
their classmates when they were kids? Why have these “GI babies” as “visual minorities” been 
so invisible in Japanese society to this day? 
          On the way home from the National Film Center, I stopped by Shinjuku⎯a bustling, 
funky shopping and entertainment district in Tokyo. I totally forgot about the women and 
“occupation babies.” I was enjoying window-shopping at a watch retailer. Interested in G-Shock 
watches, I picked up a catalog of Baby-G (i.e., G-Shock products for women).44 In a glossy 
spread in the catalog was the American-Japanese mixed race star Anna Tsuchiya wearing a 
Baby-G. The watch was really cool on her, and she looked absolutely gorgeous and edgy. 
Coming across multiracial stars and fashion models is indeed nothing special in everyday life in 
contemporary Japan. But the glamorous photograph of Anna Tsuchiya made me rethink the 
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conversation among the Japanese women at the National Film Center. What happened to mixed 
race people in Japan and their images over several decades?      
          This study has examined the ways in which the meanings of mixed race people 
significantly changed in the context of postwar economic growth by analyzing representations of 
racially mixed stars and characters in Japanese girls’ comic magazines and popular culture. 
Looking at changing U.S.-Japan relations in the aftermath of World War II and in the Cold War 
context, this study provides insight into the ways in which memories of World War II and the 
U.S. Occupation were reconstructed through representations of mixed race people in Japanese 
media and popular culture.  
          In the 1950s, the wounds of war in the heart of Japanese people were not yet healed.  
Japan was still struggling to stitch up the wounds, while rebuilding the nation and redeveloping 
the relationship with the West, specifically the United States. In the early post-occupation years, 
Japanese communists and leftists took an anti-American stance. As books and films critiquing 
issues related to American atrocities and occupation babies appealed to the younger generation, 
the film Kiku to Isamu (1959), which deals with issues of miscegenation and Black-Japanese 
mixed race children in Japan, became a smash hit and inspired Japanese comic artists. In the 
1950s and the early 1960s, comic artists were still predominantly male. Similar to Japanese male 
writers who explored humiliating experiences of Japan’s war defeat in their works, feeling “a 
loss of control over women’s bodies⎯and, by extension, over their own sexuality” (Molasky, 
1999, p. 132), it seemed that Japanese male comic artists were haunted by memories of the war 
and the U.S. Occupation and victimized themselves. Indeed, male comic artists, including 
Kazuhiko Tanigawa, Shigeru Irie, and Eiji Yamada, portrayed mixed race children characters as 
“occupation babies” in Nakayoshi and Ribon, concerned about the presence of such mixed race 
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GI babies in society, and, perhaps, feeling plagued by a sense of masculine impotency. This is, I 
argue, contrasted sharply with the fact that Japanese female comic artists (e.g., Miyako Maki, 
Masako Watanabe, Setsuko Akamatsu, etc.) contemporary with these male artists never 
represented racially mixed people as “occupation babies” in their works published in these girls’ 
comic magazines. 
          Until the advent of women comic artists as major players in Japanese girls’ comic culture 
at the beginning of the 1960s, mixed race characters were depicted as “occupation babies” by 
male comic artists in Nakayoshi and Ribon. As this study reveals, not only are these mixed race 
characters “occupation babies” but also they all are “Black.” In Kuroi Fūsen (1958), the main 
character Jim is a Black-Japanese mixed race orphan. Kuronbo tte Yobanai de (1959) clearly 
explains that Masako is a GI baby born to a Japanese woman and an African American 
serviceman. Yume Miru Shōjo (1959-1960) is set at an orphanage, and the protagonist is a 
parentless Black-Japanese mixed race girl. Isamu in Chiko to Isamu (1961) is a young boy of 
Black and Japanese mixed racial ancestry, who escaped from an orphanage in search for his 
Japanese mother. As such, in the girls’ comic magazines, Black-Japanese mixed race children are 
repeatedly represented as “occupation babies,” i.e., “social problems,” linked with negative 
images including parentlessness, illegitimacy, poverty, and lower socioeconomic class positions. 
           On the one hand, the comic narratives are sympathetic to Black-Japanese mixed race 
children and provide moral lessons, as Japanese girls’ comics were designed to be not only 
entertaining but also educational in the 1950s and 1960s. In contrast with these compassionate 
narratives, visual representations of Black-Japanese mixed race children in Nakayoshi and Ribon 
are more complicated and troubling. Visual representations are therefore ideologically 
inconsistent with comic narratives. Several characters are, albeit nondeliberately, represented 
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with grotesque and derogatory blackface features, such as exaggerated googly eyes, thick lips, 
and a flat nose. Such blackface representations of mixed race characters betray anti-Black racial 
ideology and aesthetics prevalent in Japanese culture. In addition, the Blackness of mixed race 
characters functions to further stigmatize “occupation babies” and is exploited to dramatize 
comic narratives. Black-Japanese mixed race characters’ “black” skin and blackface features 
serve to emphasize “difference” and make them look “ugly.” Indeed, Black-Japanese mixed race 
people are most racialized and most stigmatized in the girls’ comics as well as in the larger 
society.  
          Most importantly, the overrepresentation of racially mixed occupation babies as “Black” in 
the girls’ comics inadvertently contributed to foisting the blame and the shame of the former 
Western occupation onto Black bodies and to reconstructing the image of the West. By focusing 
on issues related to Black-Japanese mixed race occupation babies in Japanese domestic contexts, 
including discrimination against these occupation babies in Japanese society, the challenge of 
poverty, and bullying in school, the girls’ comics shift attention away from international relations 
and politics. The overrepresentation of Black-Japanese mixed race children as “social problems” 
in Japanese society served to obscure who was the former enemy/occupier and who was most 
responsible for abandoned multiracial babies in post-occupation Japan. Yet, paradoxically, the 
Blackness of Black-Japanese occupation babies slipperily signifies “America” rather than 
“Africa.” This therefore helped preserve the memory of World War II defined as a conflict with 
the United States and victimize the Japanese while downplaying the memory of Japan’s colonial 
ambitions and atrocities against other Asians. Ultimately, Black bodies unwittingly but 
conveniently worked for Japan and the West (i.e., white America) to be complicit in blacking out 
inconvenient war memories and reimagining their relationship in the Cold War context.         
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          While Black-Japanese mixed race children were portrayed overwhelmingly as “occupation 
babies” in the girls’ comics produced by Japanese male comic artists, the white-Japanese mixed 
race girl Haruko Wanibuchi regularly appeared in Nakayoshi and Ribon from 1955 into the 
1960s and gained much popularity as a girl star within Japanese popular culture. In contrast with 
the representations of Black-Japanese mixed race characters in the girls’ comics, portrayals of 
Wanibuchi in the girls’ comic magazines assure that she is not a “GI baby.” In addition to the 
fact that she was born to a Japanese father and an Austrian mother before the conclusion of 
World War II, representations of Wanibuchi with her family members function to draw a clear 
line between this mixed race star and “abandoned occupation babies.”  
          A photographic image of Wanibuchi with her father shows that she has a “Japanese” father 
and legitimates her “Japaneseness.” It suggests that, under the father’s tutelage, she officially has 
the Japanese last name⎯Wanibuchi⎯and Japanese citizenship. Besides, the fact that her father 
was a professional violinist who studied in Prague, Czechoslovakia bespeaks the family’s 
relatively high socioeconomic class status. Moreover, representations of Wanibuchi 
accompanied by her similar-looking sister signify that the sisters have the same biological father 
and mother and have been raised in a stable family environment. As such, Wanibuchi’s family 
background helps to construct her image opposite to stigmatized images of mixed race 
occupation babies, such as fatherlessness, illegitimacy, and poverty.       
          Indeed, the image of Wanibuchi is closer to that of multiracial people relatively well 
accepted in prewar Japan⎯the children of socially well-regarded and financially well-off parents, 
and, therefore, her image contributes to forging a historical continuity from the prewar to the 
postwar periods. Also, in photographic representations of Wanibuchi in a kimono, the kimono as 
a marker of Japanese identity serves to compensate for “her lack of Japaneseness.” The kimono 
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thus works to include her in the Japanese community rather than excluding her. While at the 
same time, the whiteness/Europeanness of Wanibuchi is acknowledged in her representations 
with her Austrian mother even when she is dressed in a kimono.      
          Ultimately, Wanibuchi was imagined and represented as the embodiment of Japanese 
cultural hybridity, in harmony with the discourse of Japaneseness emerging in the 1950s. This 
discourse of Japaneseness celebrated the hybridity of Japanese culture by maintaining that Japan 
was already and had always been hybrid even before the U.S. Occupation of Japan. Moreover, 
the imagery of Wanibuchi as a cultural mediator bridging across different countries and peoples 
resonated with the self-image of Japan becoming a prominent player on the global economic 
stage. Hence, Wanibuchi’s racial and cultural hybridity as a harbinger of Japan’s bright future 
helped link the future with the present. As such, in combination with her European heritage (as 
opposed to an American one), this imagery of Wanibuchi as a mixed race star contributed to 
disguising the historical disjuncture and unhealed wounds and submerging the memories of 
Japan’s defeat in World War II.  
          In 1960, Wanibuchi turned fifteen years old, and it seemed that she became too old to be 
an idol for the target readers of Nakayoshi and Ribon. Consequently, Emily Takami, an 
Australian-Japanese mixed race girl, virtually took over Wanibuchi’s position as an iconic 
multiracial idol in these girls’ magazines in the early 1960s. Like Wanibuchi, Takami has a sister 
by blood⎯Lisa Takami. Lisa was also a mixed race girl star, and, indeed, when Takami made 
her first appearances in both Nakayoshi and Ribon in 1963, she was introduced as Lisa’s younger 
sister. Similar to the case of the Wanibuchi sisters, representations of the Takami sisters 
seemingly alike visually ensure that they have the same biological father and mother and have 
been brought up in a stable family environment. It was specifically important for the Takami 
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sisters to be distinguished from “occupation babies,” because their father is from Australia, 
which was a member of the Allied Powers. Indeed, a number of occupation babies were born of 
the relationships between Japanese women and Australian servicemen. Although the sisters’ 
father was not a serviceman, unlike Wanibuchi’s parents, their Australian father and Japanese 
mother were never featured in Nakayoshi and Ribon. The absence of visual representations of 
Takami’s parents, I argue, helped avoid invoking interracial intimate relationships between 
panpan girls and GIs, which wounded Japan’s pride and masculinity in the aftermath of World 
War II. Ultimately, her parents’ absence in photography in the girls’ magazines contributed to 
maintaining the “clean” image of Takami as a mixed race girl star.      
          In contrast with Wanibuchi, whose Japaneseness was embraced and highlighted as a 
crucial component of her cultural hybridity, Takami’s whiteness, as a symbol of the affluent 
lifestyle associated with American consumerism, was foregrounded, fetishized, and commodified 
in Japanese popular culture. In the context of postwar economic recovery, political stability, and 
internationalization in 1960s Japan, the discourse of Japaneseness began to laud its “uniqueness” 
in contrast with other cultures and functioned to redefine Japanese identity. This discourse of 
Japaneseness served to commodify “Japaneseness,” albeit inexplicitly, as race. Due to the 
valorization of Japanese “uniqueness,” the Japanese race needed to be “pure.” Therefore, 
“hybridity” was reimagined as “impurity” and was no longer viewed as an element of 
Japaneseness. Unlike Wanibuchi who was accepted and passed as “Japanese,” Takami became 
popular because of her whiteness. Fetishized as a metonymy for whiteness, her imagined “blue 
eyes” emphasize her whiteness and render it consumable. As the Japanese race became a 
commodity in the discourse of Japaneseness, whiteness came to be commodified in consumer 
culture in 1960s Japan.  
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          In post-occupation Japan, whereas the number of U.S. military bases in mainland Japan 
decreased, American-style home appliances, including black-and-white televisions, refrigerators, 
and washing machines, hit the market and fascinated Japanese people. Furthermore, the U.S. 
media, including television dramas, Hollywood films, and comics, imported into postwar Japan 
contributed to constructing glorified images of whiteness associated with the American affluent 
lifestyle. In Nakayoshi and Ribon, as a commercial model, Takami is frequently represented as a 
consumer enjoying newly-marketed products. She is often dressed in an expensive-looking dress 
heavily embellished with ribbons and frills, while surrounded by numerous consumer goods. In 
such photography, the whiteness of Takami is highlighted, linked with the Western luxurious 
lifestyle. Moreover, Takami is portrayed as being like princesses, such as Cinderella, Sleeping 
Beauty, and Thumbelina, in the girls’ comic magazines. Performing these princesses, Takami is 
represented as “white.” Associated with the images of beauty, wealth, and a luxurious lifestyle, 
Takami’s “whiteface” performance reinforces Japanese imagination of white-Japanese mixed 
race people as non-Japanese⎯the Other.  
         The difference between monoracial whites and white-Japanese mixed race people is 
trivialized, and Takami’s multiraciality is relegated simply to the Other, which is positioned as 
the opposite to the Japanese. Takami’s whiteness as a symbol of the Western affluent lifestyle is 
fetishized and envied, and the fetishization allows a comfortable enough distance to develop 
between the mixed race star, as the Other, and the Japanese. Most importantly, reducing 
Takami’s multiraciality to a coveted Western lifestyle, i.e., whiteness, in the imagination 
disguises ongoing race relations and anxieties about race mixing in society. In this way, racially 
mixed Japanese people are ingeniously excluded from the Japanese community, and Japanese 
cultural and racial homogeneity is mythologized and safely maintained.  
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          Ultimately, I argue that the white-Japanese mixed race stars⎯Haruko Wanibuchi and 
Emily Takami⎯in the limelight overshadowed the presence of “occupation babies” stigmatized 
in Japanese society. Furthermore, the glamorized representations of these white-Japanese mixed 
race stars served to obscure the image of the United States that had been associated with violence, 
warfare, and occupation forces during the wartime and the immediate postwar periods.    
          In the early 1960s, white-Japanese mixed race characters began to recurrently appear in 
Nakayoshi and Ribon. The emergence of women comic artists inspired by Makoto Takahashi’s 
comic style, to a great extent, contributed to adding a new dimension to the images of mixed race 
people in Japan. In a sharp contrast with Black-Japanese mixed race characters, white-Japanese 
mixed race characters are rarely represented as “occupation babies” in the girls’ comic 
magazines. In keeping with the portrayals of the multiracial girl stars⎯Haruko Wanibuchi and 
Emily Takami, white-Japanese mixed race characters are glorified, while being associated with 
glamorous images, such as beauty, high society, wealth, luxury, and fashion.  
          As this study shows, in Nakayosi and Ribon, “ballet” and “princess” are the two important 
motifs that served to reconstruct the image of mixed race Japanese as “occupation babies.” The 
ballet as a European art form and the epitome of beauty mesmerized Japanese women and girls 
in postwar Japan, and white-Japanese mixed race characters as ballerinas are characterized by 
their affluent lifestyles, gorgeous ballet costume style, and upper/upper-middle class statuses in 
girls’ comics. Likewise, the princess motif was popular with women and girls in Japanese 
popular culture in the 1960s. Portrayed as princesses, white-Japanese mixed race characters 
signify wealth, high society, a luxurious lifestyle, and, most importantly, beauty.    
          Arguably, the beautifulness, luxuriousness, and stylishness of white-Japanese mixed race 
characters contribute to bringing excitement and fanciness to comic narratives and appealing to 
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readers. And, at the same time, these seemingly non-racial features of mixed race characters 
allow readers to take pleasure guiltlessly in consuming the racial Other. Indeed, echoing the 
ways in which Emily Takami is represented in the girls’ comic magazines, the whiteness of 
mixed race characters is emphasized under the guise of glamorized representations. In other 
words, the beauty, luxuriousness, and stylishness of white-Japanese mixed race characters are 
constructed and valued based conspiratorially on white, Western aesthetics, and, therefore, they 
are secretly viewed as the white Other. As in token of this racial otherization, glamorized images 
of white-Japanese mixed race characters and people in general are inextricably intertwined with 
their “biological” characteristics, such as “blue” eyes and “white” (blond) hair. Their otherness is 
thus naturalized and fixed.  
          As such, comic narratives and motifs (e.g., Western lifestyle, upper class, blue eyes, etc.) 
nondeliberately but ingeniously assure the Otherness of white-Japanese characters and draw a 
strict line between “multiracial” and “monoracial” Japanese. Appropriating multiraciality and 
excluding white-Japanese mixed race people as “white” from the Japanese community help to 
ignore the presence of mixed race people and duck issues of miscegenation in Japanese society.  
          With Japanese girls’ continued love for Western culture and white beauty since the prewar 
period, idealized representations of white-Japanese mixed race characters served to forge the 
continuity from the prewar to the postwar periods by obliterating the presence of and the 
negative images of racially mixed GI babies. These representations of white-Japanese mixed race 
people contributed ironically to shaping a new, chic multiracial identity in the emerging 
consumer culture in the context of Japan’s rapid economic growth.        
          Ultimately, I argue that the overrepresentation of Black-Japanese occupation babies in the 
early post-occupation years served to lay the blame of the Western occupation on Black bodies 
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and exonerate the white colonizer. Subsequently, during the 1960s, the whiteness of mixed race 
stars and characters, glorified in consumerist media culture, greatly contributed to 
overshadowing the image of the West as the former enemy and to dissociating racially mixed 
people from the stigma of being “occupation babies,” intimately entangled with the memory of 
Japan’s defeat in World War II.  
          Situated at the juncture of cultural studies, Japanese studies, mixed race studies, critical 
race studies, memory studies, and visual culture, this project provides a better understanding of 
representations of mixed race Japanese by disrupting the widely accepted stereotype of mixed 
race people as “GI babies” in post-occupation Japan. Indeed, focusing on issues of 
miscegenation and racially mixed babies as “social problems” in post-occupation Japan, even 
important studies on mixed race Japanese (e.g., Burkhardt, 1983; Fish, 2009; Kano, 2007; 
Koshiro, 1999, 2003; Wagatsuma, 1976) have, albeit inadvertently, produced the knowledge of 
mixed race Japanese as “occupation babies” and contributed to reinforcing and disseminating the 
stereotype of these mixed race people. While building on these important studies, my project has 
revealed that there was, in fact, a wider range of images associated with mixed race people in 
postwar Japan by carefully analyzing representations of mixed race stars and characters in 
Japanese girls’ comic magazines. In addition to the widely accepted stereotype of mixed race 
people as “GI babies” and “social problems,” white-Japanese mixed race stars and characters 
were represented in celebratory ways, linked with images, such as wealthy, stylish, and beautiful, 
even in the early post-occupation years. These favorable images of mixed race Japanese, I argue, 
served to remake the meaning of multiraciality and to construct the concept of hāfu as a stylish 
label to describe mixed race people emerging in the early 1970s. Thus, in contrast with literature, 
which argues that the image of mixed race people as hāfu is “ahistorical” and “disconnected” 
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from the past⎯from the 1950s to the 1970s (Ko, 2014), this project highlights a historical 
continuity by demonstrating that multiracial Japanese were already glamorized in the Japanese 
media in the 1950s, and suggests that these glamorized representations powerfully impacted on 
the emergence of hāfu in the 1970s.    
          Moreover, as an interdisciplinary study, my project tackles understudied issues in wide-
ranging fields. While examining representations of white-Japanese mixed race people in 
Japanese media and popular culture, this project theorizes the concept of whiteness as idealized 
beauty and as a symbol of an affluent lifestyle associated with American consumerism in 
postwar Japan. While situating whiteness in Japanese contexts, this project provides insight into 
how whiteness is constructed within an interconnected global system, and, yet, at the same time, 
the meanings of whiteness to a great extent vary in different cultural and geopolitical contexts, 
from “the norm” to “the Other.” Within Japanese postwar popular culture, whiteness as “the 
norm” and as “the Other” are not mutually exclusive. As this study shows, these contradictory 
meanings are complexly entangled and work together to construct images of whiteness. Given 
that there is only limited research on whiteness in Japanese contexts, this study contributes to 
Japanese ethnic and race studies. In addition, by examining whiteness transnationally, it aims to 
create dialogue with broader critical whiteness studies scholarship, which has often been 
characterized as “American” (Ware and Back, 2002).           
          Also, through the visual examination of racial representations in Japanese girls’ comics 
particularly and Japanese popular culture generally, my project contributes to manga (Japanese 
comics) studies and visual culture studies. Due to the proliferation of digital and moving images 
in cyberspace, such as YouTube, Google images, Facebook, Instagram, and Twitter, and the 
progress of new media technologies that allow laypeople to produce and distribute visual media 
 210 
with less time and effort, visual images have become ever more important in our everyday lives. 
In such cultural and social contexts, visual aspects of comics have been emphasized, and 
“reading” manga has come to be defined as visual experience, or, more precisely, “viewing” 
experience (e.g., Suzuki, 2014).  
          Drawing on semiotics in general and theories of manga expression in particular, this study 
has examined visual representations of mixed race characters in Japanese girls’ comics. By 
paying special attention to forms, lines, and colors, this project illuminates the ways in which 
race is visually imagined, represented, and constructed in Japanese comics culture. Indeed, 
racism, most notably anti-Black racial ideology, is pervasive in comics and anime within 
Japanese popular culture (Russell, 1991). Also, Kazuma Yoshimura, one of the leading scholars 
in Japanese comics studies and one of the few scholars who have published works on racism in 
manga, goes further to say that portrayals of comic characters are based inevitably on stereotypes 
and prejudice (Yoshimura, 2007). Yoshimura (2007, 2009), on the other hand, justifies that 
stereotypical representations of racial groups are not considered the acts of “discrimination.” He 
suggests that widely accepted visual images (i.e., racial stereotypes) are unavoidable (or even 
necessary) in order graphically to portray various characters’ personalities and roles and 
differentiate from one another. As this study reveals, issues of race and racial representations in 
Japanese comics are much more complex, and these cannot be simply discussed whether an 
image is represented in a stereotypical, discriminatory way or not.  
          My analysis of representations of mixed race characters in Japanese girls’ comics 
demonstrates that while ambivalently represented, race is appropriated, commodified, and 
consumed in Japanese popular culture. To illustrate, derogatory visual images of Blackness are 
articulated with narratives sympathetic to Black-Japanese mixed race children. In other words, 
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representations of Blackness are not simply and blatantly derogatory in Japanese girls’ comics. 
The process of signification rather disguises anti-Black racial ideology and makes blackface 
representations consumable. Also, while images of whiteness associated with beauty, wealth, 
luxury lifestyle, and stylishness are glamorized, these, in fact, allude to otherness and serve to 
exclude white-Japanese mixed race people from society. As such, this study suggests that comic 
studies, most notably theories of manga expression, which tend to focus specifically and solely 
on forms (e.g., panel composition, qualities of lines in drawings, semiotic conventions, etc.), 
warrant more critical engagement with visual texts as well as contextualization of texts.  
          My project shows that representations of racially mixed people in girls’ comic magazines 
played a crucial role in remaking the meanings of mixed race Japanese and reconstructing 
memories of World War II and the U.S. Occupation of Japan, in part because Japanese girls’ 
magazines have elaborated a distinct aesthetics, ethics, and worldview shaped within girls’ 
culture. As this project suggests, Japanese girl’s comic magazines are one of the few pivotal 
topoi where issues of race mixing in post-occupation Japan are allowed to be openly and 
regularly discussed, and where a wide range of multiracial Japanese are portrayed in imaginative 
ways. Yet, this project by no means aims to make a sweeping generalization as to the ways in 
which mixed race Japanese were represented in postwar Japanese media and popular culture. 
Rather, it offers a nuanced understanding of the meanings of multiraciality, specifically situating 
these within Japanese girls’ visual culture. The parameters of this study are certainly limited to 
girls’ culture in 1950s and 1960s Japan, although Japanese girls’ culture can never be 
autonomous, and the impact of other cultural forces, including the Japanese dominant media and 
U.S. popular culture, on girls’ culture cannot be discounted.  
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          Given the limitations of this study and a crucial absence in studies of mixed race people in 
Japan, future research projects on media representations of multiracial Japanese can take many 
different directions. For instance, the examination of representations of mixed race Japanese in 
boys’ comics (shōnen manga) published in post-occupation Japan allows a comparison with this 
study, which focuses on portrayals of mixed race people in Japanese girls’ culture. As discussed 
in Chapters 4 and 5, in the 1950s, Japanese girls’ comics were created predominantly by male 
artists, such as mediocre boys’ comic artists and rookies (Yonezawa, 2007). And, my project 
reveals that it was male comic artists that depicted Black-Japanese mixed race children as 
“occupation babies” in girls’ comics and contributed to constructing and reinforcing the 
stereotypical image of racially mixed people as “products of the occupation,” i.e., “social 
problems.” However, into the 1960s, the emergence of a distinctive Japanese girls’ comic style 
and of women comic artists brought a dramatic change in the representation of mixed race 
Japanese. Women comic artists began to depict mixed race characters as white, beautiful, 
wealthy, and stylish. On the other hand, one of the best-known male comic artists, Shōtarō 
Ishinomori, who also contributed his works to girls’ comic magazines in the early period of his 
career, created his chef-d’oeuvre Cyborg 009 and published it in the boys’ comic magazine 
Shōnen King in 1964. In it, the white-Japanese male main character Joe Shimamura a.k.a. 009 is 
portrayed as parentless konketsuji (mixed-blood child) raised in an orphanage. That being the 
case, the examination of portrayals of mixed race people in Japanese boys’ comics in the post-
occupation period will help elucidate how racially mixed Japanese were represented and how 
memories of World War II and the occupation were reconstructed and remembered differently 
and/or similarly within gendered cultural spaces.       
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          Moreover, the concept of hāfu as a stylish label for racially mixed people, which has been 
most widely used in Japan since the 1970s, deserves more scholarly examination. Although the 
emergence of the term hāfu circa 1970 has been recognized, few studies have yet provided 
insight into the way that hāfu was constructed in the Japanese cultural landscape. Without an 
understanding of historical changes in the meanings of racially mixed people, pressing issues of 
race relations and multiracial identities in contemporary Japan cannot be contextualized and 
adequately addressed. As my research suggests, white-Japanese mixed race people were already 
represented as beautiful, fashionable, and cross-culturally competent within popular culture as 
early as the late 1950s, and these bright images closely overlap the concept of hāfu. As such, by 
tracing the processes through which the label hāfu was articulated with images of mixed race 
people in the context of rapid economic growth in 1960s and 1970s Japan, future projects will 
make an important contribution to theorizing the concept of hāfu.  
          Through a close textual analysis of visual images of mixed race stars and characters in the 
major Japanese girls’ comic magazines published during the 1950s and the 1960s, this study has 
cast a spotlight on mixed race people in Japan, who have been largely ignored in scholarly 
literature and marginalized in the larger society. Given the increasing visibility of mixed race 
Japanese in the Japanese media, culture, and society, and recently heightened discussions 
surrounding the multiracial reality, the lack of research on mixed race people in Japan has 
become inexcusable and detrimental to society.  
          To give an example, the television celebrity “sociologist” Noritoshi Furuichi⎯a graduate 
student at the University of Tokyo⎯recently made a racial slur against Eiji Wentz, a white-
Japanese mixed race star, on the television show Waido na Shō [Tabloidish Show] aired on 
January 2, 2016. Furuichi commented on Wentz as hāfu (multiracial Japanese) and white-
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Japanese mixed race people in general, arguing that “hāfu wa rekka ga hayai” [mixed race 
Japanese “deteriorate” (By this, Furuichi meant “age”) faster (than monoracial Japanese)]. In 
response to this, Wentz was only able to joke about the situation to keep the ball rolling during 
the show. Most importantly, predicated on racism and lookism, the use of the term “rekka” 
(deterioration) gave the impression that mixed race people, specifically stars, were dehumanized 
and commodified. In other words, Furuichi’s comments betray that Japanese people idealize, 
fetishize, and consume mixed race beauty, and, therefore, if mixed race beauty deteriorated, it 
would lose its (symbolic) value. Furuichi’s comments then provoked harsh criticism, most 
notably on Twitter. However, Furuichi remained unapologetic for his racist comments. Instead, 
he simply posted a photo of himself with Wentz on Twitter and on Instagram accompanied by 
hashtags, such as “#Dining out at a Chinese restaurant with Mr. Wentz,” “#No worries,” and 
“#We are cool with each other.”45 What is appalling here is the Japanese “sociologist’s” 
ignorance and insensitivity to mixed race people and related issues in Japanese society. Furuichi 
remained quiet about his racist comments when he reappeared on the show on January 17, 2016. 
Indeed, his evasive attitude to his “mistake” is disappointing. What is worse is that, when 
appearing again on Waidona Shō on February 21, 2016, Wentz made a brief defense of the 
“sociologist” by explaining that Furuichi is a nice person and, also, he is very sensitive. Wentz 
then asked the viewers not to criticize Furuichi for his comments on hāfu. This interactional, 
performative sequence⎯Furuichi’s racist comments, Wentz’s response, Furuichi’s follow-up 
actions, and Wentz’s defense of him⎯demonstrates hegemonic relations between monoracial 
Japanese as the dominant group and multiracial Japanese as a marginalized group. It epitomizes 
the ways in which mixed race people in Japan have been compromised and silenced. We may 
never know if Wentz was really willing to defend Furuichi; however, there is the fact that as 
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minority in Japanese society Wentz felt he had to “cover dominant group member’s ass.” Mixed 
race Japanese are expected to assimilate into society and quietly to appreciate their relatively 
high status among minorities in Japan. Therefore, if Wentz had criticized Furuichi for his racist 
comments rather than defending him, his otherness would have been emphasized and viewed as 
a threat. As this event exemplifies, the necessity of and the importance of more research on race 
mixing and multiracial people in Japanese contexts are evident.  
          Furthermore, due to rapid aging and population decline in Japan, acceptance of more 
immigrants as a possible solution to these problems has recently gotten much public attention, 
and immigration policy reforms have been greatly debated. This, in a sense, suggests that the 
Japanese have finally begun to envision a multicultural, multiracial future for the nation. It is 
indeed time to face and think more seriously about diversity in de facto heterogeneous Japan. 
However, immigrants have been discussed and viewed simply as a “labor force,” which can be 
exploited in order to maintain Japan’s economic performance competitive with global economic 
powers. That being the case, Japanese migration studies has dealt with issues of immigration as 
those of “foreign workers” by relating these foreign workers/labor force primarily to issues of 
Japanese economy and of surplus population in other Asian countries (Iyotani, 2013). 
Specifically, economists have paid little attention to immigrants as people and identities (Iyotani, 
2013), in part because immigrants tend to be considered temporary workers who eventually 
return to their home countries rather than (prospective) citizens who are part of the Japanese 
community.    
          In public and popular discourse, immigrants are discussed and portrayed often as threats to 
Japanese people, culture, and society as an influx of foreign workers becomes a more real 
possibility. On February 11, 2015, Ayako Sono, a well-known writer and former advisor to 
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Prime Minister Shinzō Abe, contributed an opinion piece “Tōmei na Saigetsu no Hikari: 
Rōdōryoku Busoku to Imin [A Ray of Transparent Time: A Labor Shortage and Immigrants]” to 
the Sankei Shimbun [Sankei Newspaper]. In her piece, Sono holds a brief for South Africa’s 
former racial segregation policies. While supporting Japan’s step toward policy reforms opening 
its doors to more immigrant laborers, she argues that different races (i.e., Blacks, whites, non-
Japanese Asians, and the Japanese) should live apart. By stressing cultural differences and 
advocating cultural relativism, she justifies racial segregation. Her suggestion about this 
Japanese version of a “separate but equal” doctrine is unambiguously predicated on the belief in 
Japanese racial and cultural homogeneity. It also betrays xenophobia and intense anxieties about 
race mixing, which are shared by many Japanese.    
          In such a context, it is no surprise that multiracial Japanese as members of the Japanese 
community have been invisible and marginalized in society, because they can be classified neatly 
as neither Japanese nor non-Japanese, and, therefore, their presence in Japan is troubling from 
the perspective of the dominant group. The presence of these racially mixed people does not only 
reveal the fact that Japan is not homogeneous but also blurs the boundary between the Japanese 
and foreigners/immigrants. As such, multiracial Japanese have been institutionally and legally 
unacknowledged in Japan since their presence threatens Japanese superiority and privilege 
predicated on “uniqueness.”   
          It is therefore crucial to shed light on issues related to mixed race people in Japan at this 
particular moment and disrupt the myth of Japanese homogeneity widely accepted since the end 
of World War II. Although dating back to the 1950s and 1960s, my dissertation project focuses 
specifically on representations of mixed race people in post-occupation Japan, it indeed connects 
the past to the present and to the future. By addressing issues of racially mixed people in Japan, 
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this project illuminates the ways in which mixed race people have been part of the social fabric 
of Japan and their representations have served gratly to reconstruct memories of World War II. It 
highlights that mixed race Japanese play a crucial role in redefining Japanese identity despite the 
fact that they have been made invisible and inaudible in society. My project aims to help 
reimagine Japan as multicultural and multiracial, though not unproblematically so. Ultimately, 
this dissertation project contributes to studies of mixed race people, by paying close attention to 
their representations in the Japanese media and by increasing awareness of issues of race mixing 
and multiracial identity in Japan. 
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1 My translation. Tsuchiya’s comment is from a documentary, Ton’neru no Mukō wa Bokura 
no Rakuen Datta [On the Other Side of the Tunnel was Our Paradise], aired on TV Tokyo on 
March 11, 2009. This television documentary focuses on mixed race people raised at Miki 
Sawada’s Elizabeth Saunders Home in Oiso, Kanagawa, immediately after World War II. 
2 Williams, T. K. (1995). The theater of identity: (multi-) race and representation of 
Eurasians and Afroasians. In N. Zack (Ed.), American mixed race: The culture of microdiversity 
(pp. 79-96). Lanham, MD: Rowman & Littlefield Publishers. 
3 Throughout this study, I mainly employ the terms “mixed race people” and “multiracial 
people” to refer to racially mixed people. I intentionally avoid using the terms “multiethnic” 
people and “multicultural” people in this study. Multiracial/multiethnic individuals’ culturally 
diverse backgrounds are sometimes celebrated. However, there are a variety of mixed race 
people from different backgrounds, including culture, language, and family. For instance, in the 
case of Kiku and Isamu⎯Black-Japanese mixed race occupation babies raised by the 
grandmother on their mother’s side in Japan⎯in the film Kiku to Isamu [Kiku and Isamu], 
“multiracial” and “multicultural” are not interchangeable, because they are “monocultural” 
abandoned by their American fathers and left behind in Japan. In addition, mixed race people 
with multicultural heritage should not be considered better than those with monocultural 
heritage. People are raised and live in different environments often without choice. Also, 
celebrating multiraciality with multiculturality can lead to the exceptionalism of people of mixed 
race ancestry. See Thornton, M. C. and Gates, H. (2001). Black, Japanese, and American: An 
Asian American Identity Yesterday and Today. In T. Williams-León, & C. L. Nakashima (Eds.), 
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The sum of our parts: Mixed-heritage Asian Americans (pp. 93-105). Philadelphia, PA: Temple 
University Press. 
4 NHK Kōhaku Uta Gassen (a.k.a. Kōhaku) is an annual music show aired on New Year’s 
Eve. Produced by the Japanese public broadcaster NHK, Kōhaku has been viewed as a “national 
event.” And, a performance on Kōhaku is considered a huge honor for singers and a milestone in 
their careers. 
5 Although Christel Takigawa is a newscaster, her beauty is often idealized and highlighted 
in the Japanese media. For instance, she was featured in Shiseidō’s advertising in 2009. 
6 According to the television show OjaMAP!! aired on May 20, 2015, Miyamoto’s parents 
got divorced when she was one year old. She was also abandoned by her Japanese mother when 
she was fourteen years old. Her mother’s sister therefore took care of Miyamoto until she started 
studying in the United States in 2010. The mother made a surprise visit to Miyamoto in the 
United States, and they were finally reunited. 
7 Examples of such tabloid articles include, but are not limited to, Kawasaki 
chūichi⎯Uemura Ryōta kun⎯zansatsu: “Kichiku”⎯18 sai shōnen A⎯no sugao [Kawasaki 
junior high-school boy⎯Ryōta Uemura⎯brutally murdered: The true face of the “devil”⎯The 
18-year old boy A] (2015, March 12). Shūkan Bunshun; Asama, S. (2015, March 3). Kawasaki 
jiken: 18 sai shōnen ga hikiita hāfu gundan [Kawasaki schoolboy murder case: Hāfu group led 
by 18-year old boy]. DMM News. Retrieved from 
http://news.livedoor.com/article/detail/9843871/  
8 The Chrysanthemum and the Sword was originally published in English in 1946. 
9 English translation in Wagatsuma (1967, p. 492). 
10 English translation in Wagatsuma (1967, p. 492). 
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11 I have translated “kuronbo” as black one(s). Kuronbo is sometimes translated into 
“nigger” in English in order to suggest that kuronbo is an extremely derogatory term. However, 
the term “nigger” emerged in American contexts and has very specific connotations in English. 
Therefore, kuronbo is not translated into “nigger” in this study since these two terms should be 
clearly distinguished and treated with special care.      
12 Makoto Oda, Nan demo mite yaro [Let’s see everything] Tokyo, Japan: Kadokawa 
Shoten, 1961; Katsu’ichi Honda, Amerika gasshukoku [The United States of America] Tokyo, 
Japan: Asahi Bunko, 1961; Ruiko Yoshida, Haremu no atsui hibi [Hot days in Harlem] Tokyo, 
Japan: Kodansha Bunko, 1967; Shotaro Yasuoka, Amerika kanjo ryoko [Sentimental journeys in 
America] Tokyo, Japan: Iwanami Bunko, 1962; Sawako Ariyoshi, Hishoku [Not because of 
color] Tokyo, Japan: Kadokawa Bunko, 1967. 
13 Ieda Shoko, Ore no hada ni muragatta onna tachi [The women who flock to my black 
skin] Tokyo, Japan: Futami Shobō 1985; reprint, Tokyo, Japan: Shōdensha, 1991; Eimi Yamada, 
Beddotaimu aizu [Bedtime eyes] Tokyo, Japan: Kawade Shobō 1985. 
14 See pp. 56-61 in Sato (2003) for various meanings associated with the term modan gāru. 
15 Bobbed hair became popular in the United States during WWI and spread globally (Wada, 
2011). 
16 See Lowy (2007) for the discussion of the Japanese New Woman.  
17 See Kichi no Ko [Children of bases] (1953) edited by Shimizu et al. for further details 
about GIs’ violence against Japanese people. 
18 See Yoshimi (2007) for more detail about American television dramas aired in 1950s and 
1960s Japan.    
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19 Field, N. (1991). In the realm of a dying emperor: Japan at century's end. New York, NY: 
Pantheon. 
20 See Konketsuji no Haha: Erizabesu Sandasu Homu [The mother of mixed blood children: 
Elizabeth Saunders Home] by Miki Sawada (1953) for more details and for her autobiographical 
information. 
21 See Kichi no Ko [Children of bases] (1953) edited by Shimizu et al. for more detail. 
22 My translation. 
23 The English title of the novel is Naomi. 
24 My translation. Shamoon (2012) argues that Naomi is one of the very first modern girls 
represented in Japanese fiction. 
25 In addition to news media, a few films made by leftist, politically radical directors in the 
1950s, such as Konketsuji (1953) and Kiku to Isamu (1959) deal with issues of mixed race 
children as occupation babies. 
26 Nobuko’s mother is played by Setsuko Hara, and her father is played by Susumu Fujita. 
27 Nakayoshi Gekijō runs short stories about various stars. 
28 Karuizawa is known for a getaway place popular among wealthy and middle-class family. 
29 In her first film Non-chan Kumo ni Noru (1955), Wanibuchi in a white tutu shows a ballet 
performance. 
30 “Lisa” can be considered a Japanese name as well. 
31 See Children of the Occupation: Japan’s Untold Story (2012) by Walter Hamilton. 
32 4,000 yen was worth approximately $11 in the U.S. dollar as of the 1960s. 
33 Keeping this in mind, however, in this study, I will use the words “black” and “white” for 
convenience sake. 
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34 Examples of those books and films that express anti-American sentiments include 
Himeyuri no Tō [Tower of White Lilies] (1953) directed by Tadashi Imai, Higeki no Shōgun: 
Yamashita Tomoyuki [The Martyred General; Side of The Vanquished] (1953) directed by 
Kiyoshi Saeki, Onna Hitori Daichi wo Yuku [A Woman Walks the Earth Alone] (1953) directed 
by Fumio Kamei], Kichi no Ko [Children of Bases] (1953), and Nihon no Teisō [Japanese 
Chastity] (1953).  
35 Under the U.S. Occupation, there was a list of prohibited subjects, and films were 
vigorously censored. After the conclusion of the Occupation in 1952, some films focusing on 
social issues, including those films that explored issues of mixed race children, emerged even 
though they were not considered a genre. See Richie (2005). 
36 Kiku to Isamu received several prestigious awards, including the Mainichi Eiga Award, 
the top prize of the Kinema Junpo Award, the Blue Ribbon Award, and NHK Best Ten. 
37 Negative reaction in the United States and the efforts of Japanese activists prompted many 
Japanese companies, including Calpis, Takara, and Iwanami Shoten, to cease production of 
stereotypical black character products and company trademarks (Russell, 1991b; 1996). 
38 The beverage company Calpis abandoned the use of their blackface trademark in 1990 
(Calpis, 2014). 
39 According to John Russell (1991a), The Story of Little Black Sambo was first translated 
into Japanese in 1907. 
40 See Mixed Race Hollywood (2008) edited by Mary Beltrán and Camilla Fojas for more 
discussions on representations of tragic mulattoes in American films. 
41 See Mixed Race Hollywood (2008). 
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42 Milan is actually parentless, Marianne’s Japanese father is dead, and Rika’s father is 
missing. 
43 Rokumeikan as a venue for balls and parties was a symbol of Westernization in the Meiji 
era (Honda, 2010). 
44 G-Shock is a brand of watches manufactured by the Japanese company Casio. G-Shock 
watches have been popular worldwide for their heavy-duty structure and hip design. 
45 My translation. The original hashtags in Japanese were as follows: #Wentz-san to yakuzen 
chūka, #Anshin shite kudasai, and #Nakayoshi desuyo. 
